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memory is place…

memory is
the braille of buildings
threading the labyrinth

how can I find
my way through myself
with the past torn down

the road of dreams
with my compass
smashed

memory is the street
where love
struck

avenues where lips
came close to giving
desire a name

writing letters
on every brick
knowing

we could always come
and find the places
kisses met

Jeffrey Paparoa Holman, Shaken Down 6.31

1  Jeffrey Paparoa Holman, Shaken Down 6.3 (Canterbury University Press 2012), 30.

Fig 1. An intimate street setting in Florence (Photo by author)



AbstractAbstract 

The year 2020 presented a shocking turning point in our freedom to travel and experience 

places. Most, if not all countries around the world went into nationwide lock-downs due to 

the Covid-19 Pandemic. This pandemic brought new ways of living daily life. One of its most 

extensive effects was the limitation of people travelling to other places around the world. Our 

experiences of everyday life were limited to our home or immediate neighbourhoods. The cities’ 

dynamic had changed. People were living with memories of places they could not go to—these 

memories of feeling at home, being with loved ones or simply experiencing new places. The 

memory of life before the pandemic is engraved in everyone’s lives as the world starts to move 

toward living with this new threat. It reminds us of human interaction and connection with 

people and places. 

New Zealand is made up of people from all different paths in life, from locations all over the 

world. The experiences from places all around the world are brought back when we return 

home. Whether they are memories of previous hometowns or new places visited through leisure 

and travel. With each memory comes multiple dreamscapes. Each thought holds some emo-

tional value and attachment. The idea of our memories of places we can no longer visit was the 

inspiration for the research project.

The project investigates how memory, spatial storytelling and understanding of the urban public 

space can impact architecture. The research project addresses the notion of intimacy, openness, 

and public space. The idea of memory guides us to relive an experience. The architect’s goal is 

to create not only buildings but also to design places. Spatial storytelling has been identified as 

a major design method for this project. Architecture can be a medium to fundamentally narrate 

tales and events in time, or of a period through the sequential unfolding of geometry and spaces. 

The notion of narrative adds value to the architecture and the spectators generating an emotion-

al or sensational response that may be iconic. 

 

Contemporary urban public space plays a crucial role in the everyday urban life of cities. “Man is 

by nature a social animal”: Aristotle’s famous expression is heard by many, indicating the need 

for humans to interact socially – and being unsuited for isolation. Public spaces are key places 

for the vitality and social development of humans – from neighbourhoods and communities to 

large urban squares and cities.

The purpose of this project is to establish a modern-day creation of public architecture and 

space that challenges the normalities of our current reality and promotes social interaction. The 

architectural intervention tests how a dream-like setting can embody the essence of the past 

and present, creating a journey through the public and private realms. The aim of the research 

project is to interpret the relationship of intimacy and openness in the public realm through 

architectural elements in the urban environment. The project wishes to enable the dweller to 

step out of the everyday and into a destination with a means of escape.
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01.  INTRODUCTION

Fig 2. A bustling street part of a public space in New York (Photo by author)



Background Background 

“We now have a name for the disease and it’s Covid-19,”2 

“28 February: New Zealand reports its first case of Covid-19…”3

“In a dramatic address to the nation on 21 March, Prime Minister Jacinda Ardern announces a four-level 
Covid-19 alert system and asks people to stop non-essential travel within New Zealand.”4

“New Zealand’s borders have been closed to everybody who is not a citizen or resident, after another dra-

matic day in the fight against Covid-19…”5

The year 2020 presented a shocking turning point in our freedom to travel and experience 

places as countries around the world went into nationwide lock-downs due to the Covid-19 

Pandemic. This pandemic brought new ways of living daily life. Our experiences of everyday 

life were limited to our homes or immediate neighbourhoods. The cities’ dynamic had changed. 

The memory of life before the pandemic is engraved in everyone’s lives as the world starts to 

move towards living with this new threat. People lived with memories of places they could not 

go to—these memories of feeling at home or being with loved ones. The expanded world of the 

digital realm has made us realise new limitations of human interaction and connection. In New 

Zealand, our urban life is full of people from different paths of life who bring experiences from 

places all around the world back home. The memories of places we can no longer visit was the 

inspiration for the research project. With each memory comes multiple dreamscapes, and each 

thought holds emotional value and attachment. 

2  “The Year in News Reviewed, Part One: Stories That Shaped 2020,” RNZ Summer, accessed October 6, 2021, https://
www.rnz.co.nz/summer-2020/unprecedented/2020-in-review/year-in-review-part-1/.

3  Susan Strongman et al., “Timeline: The Year of Covid-19 in New Zealand,” RNZ (RNZ, February 28, 2021), https://
www.rnz.co.nz/news/national/437359/timeline-the-year-of-covid-19-in-new-zealand.

4  “The Year in News Reviewed, Part One: Stories That Shaped 2020”.
5  “The Year in News Reviewed, Part One: Stories That Shaped 2020”.

Fig 3. A collage of the impact of Covid-19 around the globe (Collage by author)
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Aims and ObjectivesAims and Objectives

The research project addresses the notion of intimacy, openness, and public space. Through 

theoretical research, the project investigates how memory, spatial storytelling and understand-

ing of the urban public space can impact architecture. The project aims to translate a dream-like 

sensation into the physical urban setting. The architectural intervention is a Foreshore Gallery 

which houses a series of permanent and temporary exhibitions, galleries, and public spaces. The 

architectural intervention tests how a dream-like setting can embody the essence of the past and 

present, with a journey through the public and private realms. The aim of the research project 

is to interpret the relationship of intimacy and openness in the public realm through architec-

tural elements in the urban environment. As a reflection of the theoretical research, the project 

formulates an architectural intervention which addresses the current urban setting, to develop a 

more vivid setting. The project wishes to enable the dweller to step out of the everyday and into 

a destination with a means of escape. 

The project aims to socially integrate the public and private realms by enhancing the memory of 

the site and the urban dweller’s journey. The narrative includes:

• Enhance the everyday journey of the urban dweller

• Strengthen connections between the site, architecture, and memory

• Improve the transition between the public and private realm

• Enhance the experience through spatial conditions

Through a focus on design, scale, connection with the public square, and proportionality the 

buildings aim to create engaging visual experiences, vistas, or other qualities. 

The objectives that will be employed to meet the aims are:

Intimacy
• To identify and address the notion of memory and reminisce on the past through the 

chosen site 

Openness 
• To extend the notion of freedom to the applied function of the architecture

Public space
• To enable the use of spatial storytelling to step out of the everyday 

Research Question
How can we create versatile public spaces that are both open and intimate to enhance our 

society’s engagement with physical reality? 

Scope and Limitations Scope and Limitations 

The research project firstly aims to present an intervention that relates to its specific site and 

immediate surroundings. The proposed Foreshore Gallery will house a series of permanent 

and temporary exhibitions, galleries, and public spaces. The architectural intervention aims to 

inspire and encourage the people of New Zealand to embrace their context and history. The proj-

ect aims to act as a catalyst for the present and for future generations.  

 

The project investigates how architecture can enhance our society’s engagement with our phys-

ical reality through notions of intimacy and openness, which are addressed through elements of 

memory, spatial storytelling, journey, and the public realm.

The project does not indicate that architecture controls specific memory or experience in the 

space as these are subjective to each dweller. It bases all assumptions and production on the 

experiences from architectural research. It intends to allow the dweller to remove themselves 

from their everyday urban experience to contrast its surrounding sites. The dwellers will engage 

and participate in the architectural intervention within their capacity.

Political and economic elements will arise in the research and will be considered; however, this 

project does not intend to comment on any governmental or political structures, as it is beyond 

the scope of an architectural research project.
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Methodology Methodology 

Modelling

Firstly, modelling as a method has been used to understand the conditions required to achieve 

the project’s aim. The initial models of the project were generated from a dream to set the 

tone of the research project. The models are used to understand the ephemeral qualities of a 

dream-like space produced. Next was materialising this imaginative space. An essential stage 

of the process was the analysis of outcomes and derived design strategies. The production of 

the small-scale models helped simplify the design, highlighting the significant decisions and 

making them legible. As a result, the attention to the essential design elements was empha-

sised. Frederick Kiesler and his project City of Space 1925 became a point of reference for the 

model-making method. His works embodied a “system of tension in open space” with various 

beam and column elements. It is an exposition you walk through that imitates the patterns of 

interconnections similar to a modern urban city. The modelling created a language after which 

the spatial and qualitative components and findings guided the site selection. Model-making was 

used to study how the architectural intervention sits within the site’s context and surrounding 

buildings. Physical modelling also allowed for a closer examination of the structure by looking at 

the model simultaneously and understanding the design from different perspectives. A starting 

point was a unitary stencil applied to generate the cast plaster elements, which were the found-

ing masses of the models.

Photography – Light and Shadow

Photography has been an important method used in the project to produce images for reflection 

and analysis. Lighting and photography were used to analyse the spatial qualities produced by 

the models. The study of light and shadow through photography was used to understand how 

the architectural elements affected the internal and external spaces and how the design pro-

duced various atmospheric qualities. Understanding and applying the derived design outcomes 

from the method has guided the arrangement and formation of the spaces that make up the 

architectural intervention. 

Mapping

The original shoreline is a central design driver for the architectural intervention. A limitation of 

this project is that there is minimal to zero information on the contours of the original shore-

line. Old maps, photographs, local and government resources were used to address the original 

nature of the site. While the research project remains conscious of the history and value the 

great area holds in terms of its significance to Māori history, the project’s main aim is to develop 

an architectural response to the chosen site. It is honouring the layers of history on and around 

the area. 

An integral part of the research project is to understand the city and the public sphere. This es-

tablished the importance of mapping to understand the public realm and the contextual nature 

of the site. Firstly, the Nolli map by Giambattista Nolli was studied and understood to read the 

solid and voids of the city fabric. The nolli mapping method is used to reveal the public and pri-

vate urban context of the Auckland City Center. The contextual mapping shaped the outcomes 

and planning of the project. Mapping is used to link spatial analysis to architectural design. The 

mapping method aid the project to understand the relevant references related to the project, 

such as history, geography, geology, topography, topology, and choreography. Denis Cosgrove 

believed mapping is just a visual and conceptual act of representing, recording, and creating 

spaces. However, to James Corner, it was more than that. It is a means to discover the elements 

which precede the map, the journey of the process and not the outcome.

State of Knowledge State of Knowledge 

The research project is structured around three main themes: the intimate (memory), the jour-

ney (spatial storytelling), and the openness (public realm). All three elements are intertwined 

in the world of architecture. The project aims to use the theoretical knowledge in the respective 

fields by translating the theories and precedents into design strategies to create the Foreshore 

Gallery. 

The project investigates the concept of memory and loci. Both themes have been key instru-

ments in many disciplines, including architecture, history, sociology etc. The idea of memory 

is remembering the form of knowledge from the past, linking it with emotions, thoughts, or 

feelings from a particular time.6 It guides us to relive an experience. Architects, academics, and 

scholars have attempted to distinguish the difference between place and space from the past 

to the present. The architect’s goal is to create not only buildings but also design places. One of 

the truly prominent architectural theories of place is the ancient concept of the genius loci, the 

‘spirit of the place’. The ‘genius’ is described as a guardian spirit giving essence and life energy to 

every being in the world and protecting them from birth to death.7 In the contemporary context, 

the genius loci can be associated with the place’s distinctive atmosphere. The interpretation of 

the term continues to develop whilst still essentially embodying the ‘spirit of place’. 

Spatial storytelling has been identified as a significant design method for this project. This 

method enables the design to create a powerful, memorable, and meaningful sequence of spaces 

in a place. Architecture can be a medium to fundamentally narrate tales and events in time or 

of a period through the sequential unfolding of geometry and spaces. Paul Cobley, the author 

of Narrative¸, states that “…narrative is a particular form of representation implementing signs 

bound up with sequence, space, and time.”8 He further suggests that representational qualities 

often change; however, the essence of illustrating a story or tale remains significant. 

6  Daniel Schacter, Searching for Memory: The Brain, the Mind, and the Past (New York: Basic Books, 1996), 10-13.
7  Christian Norberg-Schulz, Genius Loci: Towards a Phenomenology of Architecture (New York: Rizzoli, 1979), 18.
8  Paul Colbey, Narrative (New York: Routledge 2001), 199.

The notion of narrative adds value to the architecture and the spectators generates an emotion-

al or sensational response that may be iconic. He suggests that architecture can encapsulate a 

transitory and fleeting moment in time and transform it into a memorable experience.9

Contemporary urban public space plays a crucial role in the everyday urban life of cities. As the 

metropolitan city fabric develops and shifts, the threshold between the public and the private 

realm changes. “Man is by nature a social animal”: Aristotle’s famous expression is heard by 

many, indicating the need for humans to interact socially – and being unsuited for isolation. Jan 

Gehl, in Life Between Buildings, argues that “being among others, seeing and hearing others, 

receiving impulses from others, implies positive experiences, alternative to being alone. One is 

not necessarily with a specific person. Still, with others, one is nevertheless”.10 This emphasises 

how public spaces contribute to humans’ vitality and social development – from neighbourhoods 

and communities to large urban squares and cities. The reading of the city enabled the project to 

identify and place the architectural intervention on a central site within the city fabric.

In addition to this theoretical research, architectural precedents were studied, including the 

Jewish Museum by Daniel Libeskind, Kolumba Art Museum by Peter Zumthor, Belem Cultural 

Centre by Vittorio Gregotti, plus the Auckland Art Gallery. Design strategies derived from these 

precedents have been used to develop the design of Foreshore Gallery.  

9  Paul Colbey, Narrative (New York: Routledge 2001), 199.
10  Jan Gehl, Life Between Buildings: Using Public Space, transl. by J. Koch (New York: Van Norstrand Reinhold, 2011), 17.
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Fig 4. A mind map illustrating the overview of the project (Collage by author)



Setting the Scene...Setting the Scene...

In 2020, I felt how our notion of everyday life had shifted in these 
frightening times of a pandemic and lockdowns. So did our liberty 
to travel to experience new places and spaces; it had become un-
certain when it would be possible to visit or revisit places from our 
past. Areas that were once open for everyone to dwell have had been 
temporarily closed. The world became deprived of experiencing the 
spaces which were closed with no certainty of reopening. People were 
left isolated, left with memories of those faraway places, with photo-
graphs or fragments to recall. As people were and are locked in their 
dwellings, long to escape to a past before the lockdown, to areas far 
from here. With the world reopening we’re seeing these public spaces 
evolve. We are currently experiencing the modes of publicity change, 
along with the shift in the threshold between intimacy and exposure 
for public and private realms.

Fig 5. In the courtyard of the City Palace, in Old City, Rajasthan. A place full of rich history and stories, prior to Covid-19, Udaipur (Photo by author)



02.  THE INTIMATE

I am walking in the drizzling rain accompanied by my thoughts and 

memories. I am unconsciously searching for that moment of arriving as 

compositions of architectural elements surround me. Some distracting, 

while some attractive. The displacement played me.

/The beginning of the journey 22-01-2020

Fig 6. The memory theatre of Giulio Camillo 



Memory and LociMemory and Loci

Architects, academics, and scholars have attempted to distinguish between place and space from 

the past to the present. The architect’s goal is to create not only buildings but also design places. 

As aesthetics and function are vital design drivers, there remains almost dream-like poetry to 

the concept of timeless place-making. One of the most influential architectural theories of place 

is the ancient concept of the genius loci. The ‘genius’ is described as a guardian spirit giving 

essence and life energy to every being in the world and protecting them from birth to death.11 

According to Roman mythology, the genius loci was the protective spirit of a place. However, 

since then, the term has been redefined. In the contemporary context, the genius loci is associ-

ated with the place’s distinctive atmosphere. The interpretation of the term continues to develop 

whilst it is still similar to the ‘spirit of place’. The notion of the genius loci has been addressed in 

modern architecture yet is still under-represented in current architecture. 

The concept of memory has been addressed in many disciplines. First, memory means recall-

ing a form of experience from the past, linking it with emotions, thoughts, or feelings from a 

particular time.12 Memory helps us relive an experience. Through the late 20th century, scholars 

have begun to pay close attention to the theme of memory. They were referring to the works 

of Martin Heidegger and Maurice Halbwachs, which still are at the centre of knowledge today. 

Memory and architecture have closely been associated with one another. In Remembering: A 

Phenomenological Study, Edward Casey postulates that memories are experiences embodied in 

time and place or imagination. Certain places evoke memories. To arrive at a place can conjure 

up anticipation while leaving a place can evoke nostalgia.13 

11  Norberg-Schulz, Genius Loci, 18.
12  Daniel Schacter, Searching for Memory: The Brain, the Mind, and the Past, (New York: Basic Books, 1996), 10-13.
13  Edward Casey, Remembering: A Phenomenological Study (Bloomington: Indiana University Press, 2000), 189.

In her work The Art of Memory, British historian Frances Yates addresses the complex theories 

linked with this topic. Yates claims that memory is a key instrument, not only in architecture 

but in many other fields. She states that “The art of memory is a clear case of a marginal sub-

ject, not recognised as belonging to any of the normal disciplines, having been omitted because 

it was no one’s business. And yet it has turned out to be, in a sense, everyone’s business…”14. 

Her research traces the art of memory from Classical Antiquity, Greece, and Egypt, from Gothic 

transformation to forms it took in the Renaissance to the dawn of Enlightenment. The ‘art’ 

element seems to have started in Greece with Simonides of Ceos and his creation of the loci 

method of mnemonics. This method is called a ‘mental walk’, a form of visualisation using 

mental images. It is used to organise and recall specific information. Yates explains that the 

Greeks believed memory was connected to the soul and imagination. As a result, according to 

Yates, the art of memory principles related to memory were generated. Yates categorises the art 

of memory into six principles and techniques: visual sense and spatial memory, order, limited 

sets, association, affect and repetition.15 This project relates to three out of these six principles. 

The three principles which strongly resonate with the essence of the project are visual sense and 

spatial memory, order, and association.  

   

14  Julien Ghitescu, “The Art of Memory by Frances A.Yates,” ResearchGate, June 24, 2020, 2, https://www.researchgate.
net/publication/342424850_THE_ART_OF_MEMORY_by_Frances_AYates.

15  Yates, The Art of Memory (London: Routledge & Kegan Paul, 1966), 20.

Fig 7. The Memory Palace was illustrated as the primary way of documenting walks based on an ancient Greek technique
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Visual Sense and Spatial Memory

The first and most crucial principle is the visual sense and the order of spatial memory. Spatial 

memory is formed through the visual sense. Visual sense and spatial elements can aid the dwell-

er to form a connection with the built context. The principle introduces the notion of Loci, the 

mnemonic of places and images. Our sight and depth perception are our most superior senses. 

Hence, using this sense and enriching the visual image with sounds, a person talking, reading 

of texts enhances the memory. Imprinting the memory with a series of graphic images will help 

recall and retain information. Most of the graphical images are associated with architecture and 

place. The dweller can recall memory through architecture, the visual journeys of the street, the 

details of the façade, and the interiors of rooms.16  

Order

The second principle significant to the notion of loci and memory is order. It is the ability to po-

sition images as part of visual space in an established order. The principle of order helps to revi-

sualise the images in the same way. Using the principle of order helps reencounter the memory 

from any locus without difficulty or confusion. Yates mentions a passage from Aristotle where 

he proposes that people unconsciously use the principle of order when they are ‘arranging the 

objects before accordance with their mnemonic system’.17 The principle of order as a mnemonic 

technique is supported by Mary Carruthers in The Book of Memory. She claims that,

 … one with a well-trained memory to compose clearly in an organised fashion 
 on several different subjects. Once one has the all important starting-place of the 
 ordering scheme and the contents firmly in their places within it, it is quite possible 
 to move back and forth from one distinct composition to another without losing one’s 
 place or becoming confused.18

16  Yates, The Art of Memory, 18.
17  Yates, The Art of Memory, 31.
18  Mary Carruthers, The Book of Memory : A Study of Memory in Medieval Culture (Cambridge: Cambridge University 

Press, 2008), 8.

Therefore, one must have a definitive beginning and end for a transition through space and 

components wished to be memorised and recalled. Thus, one creates an order of loci, aiding to 

retrieve a memory without confusion or difficulty. Shelly Hornstein, a scholar in architectural 

history and urban culture, elaborates on the discussion of order in her book Losing Site: Archi-

tecture, Memory and Place. By stating that “there is reciprocity between the places we imagine 

and the places we visit,”19 she is arguing that the experience of place for the dweller is not only 

physical but visual. Hornstein postulates that when you,

 Close your eyes and visualise the Eiffel Tower in Paris. Is that image a visual 
 memory of your own experience, or is it assembled from the countless photos, 
 films, postcards and other enduring images we retrieve from our personal, 

 metal database?20 

Hornstein is describing here that our physical experiences of the place and visual experiences 

from film scenes, images and postcards can become memories of places. Therefore, one does not 

physically have to be present in a place to recall the experience or memory of it.
 
Association

Association is the third and last principle of direct value for this project. It is of great importance 

to assist with the reallocation of memory and the principle of order. Again, Yates offers a section 

from Aristotle. In the passage, he outlines the link between the association of place and order by 

saying, 
 
 that men pass rapidly from one step to the next; for instance from milk 
 to white, from white to air, from air to damp; after which one recollects autumn, 

 supposing that one is trying to recollect the season.21 

19  Shelley Hornstein, Losing Site: Architecture, Memory and Place (Farnham, Surrey, England: Ashgate, 2011), 10.
20  Hornstein, Losing Site, 3.
21  Yates, The Art of Memory, 34. 

He highlights the significance of a starting point at any locus to begin a series of memory 

recollections and thus also addresses the principle of order. Whilst Yates and Hornstein focus on 

memory through a methodological aspect, Lineu Castello is concerned with memory in physical 

settings. Castello, an architectural theorist, presents his ideas in Rethinking the Meaning of 

Place: Conceiving Place in Architecture-Urbanism. 

For Castello, the notion of “stimuli of places” is central to the concept of memory in architecture; 

these stimuli are “aura, temporality, and plurality”. For Castello, the notion of ‘stimuli of places’ 

is central to the concept of memory in architecture; these stimuli are “aura, temporality, and 

plurality”. The first stimulus he describes is the one of aura: by this, he means the actions of 

humans in a place with the association of abstract, spatial, and materialistic elements. The con-

stant action of people in a place is what creates and evolves the city. The making of architecture, 

design of a space, or serving coffee are all physical actions that reflect the stimulus of aura. The 

second stimulus is temporal, which directly links to memory. Castello describes temporal stimuli 

in a similar tone to Yates. He suggests that human actions have evoked temporal stimuli through 

the history and stories attached to the place. The act of preserving a place with historical sites, 

telling stories of the history of the area, and embracing the heritage are actions of temporal 

stimuli. The third and last stimulus is plurality. Places of plurality are stimulated from the 

interaction and encounters with similar people or strangers.22 In places which include notions 

of leisure, pleasure and contrasted from our daily affairs. Castello suggests the ‘act of doing’ to 

incorporate the idea of memory in architecture and the city fabric, different from Yates’ and 

Hornstein’s psychological approaches.  

 

22  Castello, Rethinking the Meaning of Place, 10-15.
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Memory in ArchitectureMemory in Architecture

The past theoretical research has been readdressed to acknowledge contemporary issues of 

memory in architecture. There has been a shift in focus between the individual to social and 

collective memory. According to Ad Herennium, as translated by H. Caplan and understood 

by Yates, there are two forms of memory. The first being a natural memory, created instanta-

neously with our thinking. Second, artificial memory is the product of art and can be improved 

by training and discipline.23 The transformation or diversion of memory was fundamentally 

destroyed, according to Yates, through the invention of printing. The concept of the ‘memory’ 

was stored as knowledge in the books. She suggests: 

 The carefully spaced and lightened artificial memory whose possessor could 
 wonder through its streets and buildings, drawing from the places, the images 
 to remind him of all that he had stored in his vast inner treasure house, become 
 thing of the past, replaced by the printed page which need not to be memorised, 
 since easy access to books and writing materials made memorisation on the old 

 scale unnecessary.24 

According to Yates, architecture in the 20th century period neglected the notion of memory. As 

cities and architecture grew more uniform and travel blurred the distinction between places, the 

memorialisation of architecture would die out. This suggestion referred to the modernist move-

ment when one of the core philosophies was the rejection of any historical memory, traditional 

architectural styles, and values. Aleida Assmann, a German professor in English and literature 

studies, states in Cultural Memory and Western Civilisation: Functions, Media, Archives that the 

rise of modern architecture “…devalued all forms of memory in the name of reason, nature, life, 

originality, individuality, innovation, progress, and whatever other gods they may worship.”25 It 

was only after World War II that the architects began to understand the loss of the theories and 

practices related to the past. 

23  Yates, The Art of Memory, 20.
24  Yates, The Art of Memory, 21.
25  Aleida Assmann, Cultural Memory and Western Civilization: Functions, Media, Archives (Cambridge: Cambridge 

University Press, 2011), 3.

A defining turn in the view of memory in architecture occurred when phenomenology was 

introduced. As stated by Mattias Ekman in the text Edifices: Architecture and the Spatial Frame-

works of Memory, scholars in the field began to address the “man’s intimate and emotional re-

lationship with the built environment, especially that of the home and childhood environments, 

accessed through dreams, reveries, and memory.”26 Thus, a step forward to address architecture 

in an emotive way re-established the theoretical approach in the field. Two distinctive figures 

who offered a renewed insight and a process of understanding the connection between the past 

and the present are Kevin Lynch and Aldo Rossi. Both presented their findings and understand-

ing of the relation of history and architecture compared to the work of the Modern Movement 

historians. 

26  Sofija Kaljevic, “Exploring Memory of Place and Place Identity Through Narrative Inquiry: A Study of Partisans’ 
Square in Uzice, Serbia” (PhD diss., University of West Virginia, 2013), 25.

Fig 8. The analogue city, the act of mapping the city by Aldo Rossi
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Architecture of the CityArchitecture of the City

In the year 1966, The Architecture of the City was published by Aldo Rossi. Rossi was an Italian 

architect, theoretician, and the leader of the “Tendenza” rationalist movement. In this book, 

Rossi highlights the effect of the development of the city. Rossi addresses the architecture, 

form, buildings, memory, and genius loci of the city. A reconsideration of context and history in 

architecture was essential to Rossi and various other architects of the time. This is due to the 

rejection of these concepts in the modernist era.

Rossi’s discussion of place branches off from his exploration of the gradual transformation of 

the city. Each unique piece of architecture reflects the cultural values of the time and, in return, 

creates a framework for collective memory within the overall city.27 Rossi’s discussion of place 

focuses on the idea of ‘Locus’. The concept of genius loci can be further expanded between the 

ties to a particular site, urban area, or the entire city. Rossi goes further to explain how the locus 

of a space leads to a place. He does this by stating that when space is made distinct by an event 

or modification to its location, it becomes a place. T his transition can lead to distinguishing the 

nature and singularity of that specific place.28 There is a spirit of a location that evolves. Actions 

contributing to the evolution of location include events and markers, adding meaning to the 

place. By addressing the evolving elements of a place, it re-affirms the locus. Rossi also states 

that when trying to depict the essence of a specific place, the analysis and tools of language can 

fail to express that. The city addresses the notion of genius loci through the buildings which 

have become significant landmarks over time. Rossi uses the term ‘urban artifact’ to define 

buildings with their unique history. He describes such buildings as landmarks through their 

architecture, the required attribution, and their use over time.29 Rossi further acknowledges the 

role of memory in the city. The role of the individual work, collective cultural ideas, and the pre-

ceding history of the place is part of the city’s progression. As time, culture and people change, 

the city and environment begin to shift as well. 

27  Aldo Rossi, The Architecture of the City (Cambridge, Mass: MIT Press, 1982), 102-127.
28  Rossi, The Architecture of the City, 103-107.
29  Rossi, The Architecture of the City, 29.

Kevin Lynch, on the other hand, is more interested in the perception of the city. Therefore he 

explores the notion of landmarks etc.  In his book The Image of the City, he suggests that the 

only purpose architectural landmarks serve is for a dweller to create mental maps by engaging 

mental images to orientate themselves better in the city. By offering such a notion, Lynch is 

addressing the role of memory in the process. Lynch further asserts his idea of memory and city, 

stating: 

 In the process of way-finding, the strategic link is the environmental image, 
 the generalised mental picture of the exterior physical world that is held by an 
 individual. This image is the product both of immediate sensation and of the 
 memory of past experience, and it is used to interpret information and to 
 guide action.30 

Rossi also argues that cities and the manmade objects built over time are “…retaining the traces 

of time, even in a discontinuous way…”31 One can view the city as a ‘historical text’ and under-

stand the urbanity and its phenomenon without history is impossible. Lynch appears to agree 

with Rossi by stating, in What time is this place? that “The city itself can be a historical teaching 

device.”32 Rossi further goes on to refine the concept of loci within architecture. He associates 

the notion of loci to the site by stating, “…its having been the site of a succession of both ancient 

and more recent.”33 He suggests here that a particular place is determined by its spatial qualities 

and associated with topography, time, and form: “The soul of the city becomes the city’s history, 

the sign on the walls of the municipium, the city’s distinctive and definitive character, its mem-

ory.”34 Rossi is tying the history of the site to memory through the architecture of the city. For 

Rossi, the locus of collective memory is the city itself. 

30  Kevin Lynch, What Time is this Place? (Cambridge, Mass.: The MIT Press, 1976), 4.
31  Rossi, The Architecture of the City, 128.
32  Lynch, What Time is this Place?, 123.
33  Rossi, The Architecture of the City, 7.
34  Rossi, The Architecture of the City, 130.

Fig 9. The view of the city, Ahmadabad 
imitating the notion of the locus of collec-

tive memory is the city itself. The image 
embodies the memory of the authors 

birthplace India (Photo by author)
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What is Place? What is Place? 

The term ‘place’ is a complex concept to research and understand. To date, it is a fluid term that 

can be interpreted in several ways. The project aims to briefly investigate the concept of place 

to understand its importance and implication to architecture. It begins with understanding the 

difference between place and space, memory in relation to place, and characteristics of place. It 

is essential to understand the difference between space and place since they are often confused. 

Second, both concepts are interdependent of each other. Many architects and designers suggest 

that space is a crucial element of design. To be able to configure space, shape it to form the 

urban and architectural landscape is vital. Architecture is the art of space-making. The ac-

knowledgement of space in the architectural field came at the end of the 19th century through 

aesthetic theory and art history.35 The discovery led to a critical contribution to the progression 

and advancements in the field of architecture. German art historian August Schmarsow insisted 

that the essence of architectural creation is explicitly connected to space, ‘Raum’. His research 

mentions the art of space, ‘Raumkunst’, and interprets the history of architecture as unfolding in 

the Hegelian fashion of one feeling for space, ‘Raumgefühl’. However, before assessing space in 

architecture, the design aspect in architecture could have been limited with sets of strictly pre-

defined rules. The cathedrals, churches, villas, and palaces are fixed with form, tectonic order, 

function, proportional system, symmetry, and detail motifs. In the world of classical architec-

ture, there seemed to be no need to investigate space. 

In modern terms, space can be defined as “the unlimited or incalculably great three-dimension-

al realm or expanse in which all material objects are located and all events occur.”36 There is a 

special connection between space and people. As addressed through memory, specific spaces are 

more significant to others within the greater space of the city. In Language and the Making of 

Place, Yi-Fu Tuan suggests that space is more abstract than a place. However, places hold quali-

ties that allow dwellers to distinguish them from the great space. 

35  Patrik Schumacher, “The Concept of Space in Architecture : Emergence, Hegemony and Transcendence,” accessed 
October 2, 2021, http://www.patrikschumacher.com/Texts/Space.htm.

36  “Space Definition & Meaning,” Dictionary.com (Dictionary.com), accessed October 2, 2021, https://www.dictionary.
com/browse/space.

He states, “What begins as undifferentiated space become place as we get to know it better and 

endow it with value… space is transformed into place as it acquires definition and meaning.”37

In Cultural Memory and Western Civilisation, Assmann suggests that ‘the memory of places’ as 

an expression conveys double meaning: people do remember places, but places also have the 

power to retain memories.38 Assmann argues that although physical places in themselves have 

no inherent characteristics of a ‘memory’, they are the prime contributor to the construction of 

memory. Assmann’s scrutiny of the double expression possibly suggests that “places themselves 

may become the agents and bearers of memory, endowed with mnemonic power that far ex-

ceeds that of humans”.39 Assmann implies here that places authenticate the memory and give it a 

concrete setting. The physical site, embodying continuity, can outlast the relatively short span of 

dwellers, periods, eras, artefacts, and cultures.

37  Lineu Castello, Rethinking the Meaning of Place : Conceiving Place in Architecture-Urbanism (Farnham, England : 
Ashgate Pub. Company, 2010), 43.

38 Aleida Assmann, Cultural Memory and Western Civilization: Functions, Media, Archives (Cambridge: Cambridge 
University Press, 2011), 410.

39 Assmann, Cultural Memory and Western Civilization: Functions, Media, Archives , 281.

Why does it matter?

Reasserting the importance of place in recalling a memory enables us to pass along the memory 

to future generations by using architecture as a physical trigger. The notion of the loci, im-

ages and materialistic objects all contribute to evoking the recollection of the past. In Body, 

Memory, And Architecture, Kent Bloomer and Charles Moore postulate that we experience our 

architecture and space as if they were an extension and embodiment of ourselves, thoughts, 

and encounters.40 Architect and author Juhani Pallasmaa suggests in Space, Place, Memory, and 

Imagination that the essence of time can be captured within the built architecture. He claims the 

architecture can act as a catalyst since,

 …built structures, as well as mere remembered architectural images and metaphors, 
 serve as significant memory devices in three different ways: first, they materialise 
 and preserve the course of time and make it visible; second, they concretise 
 remembrance by containing and projecting memories; and third, they stimulate 
 and inspire us to reminisce and imagine.41 

Thus, the point made by Pallasmaa here is that a complex relationship, which is established 

between built structure and human experience, is linked with memory and emotion.

40  Kent C. Bloomer and Charles W. Moore, Body, Memory, and Architecture (New Haven: Yale University Press, 1977), 2.
41  Juhani Pallasmaa, “Space, Place, Memory, and Imagination: The Temporal Dimension of Existential Space,” in Spatial 

Recall: Memory in Architecture, ed. Marc Treib (London: Routledge, 2009), 26, ProQuest Ebook Central.
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Jewish MuseumJewish Museum

The Jewish Museum in Berlin, by Polish-American architect Daniel Libeskind, is an architec-

tural precedent that addresses the discussed notions of memory, space, and place. The muse-

um demonstrates a unique relationship between architecture and the occupant with a series 

of functional spatial sequences. It assists the dweller in their experience through the spaces. 

The building imitates emotional embodiment as well as physical embodiment. Various other 

architectural themes incorporated in the design include the play of light and dark, materialistic 

elements, void, and enclosed spaces. The design and spatial strategies derived from the analysis 

assist in achieving the desired outcome of the proposed architectural intervention of the project. 

The journey of the Jewish Museum begins in the Kollegienhaus, the main building of the Berlin 

Museum and next to Daniel Libeskind’s extension. It is a baroque building and former Prussian 

courthouse designed by Phillip Gerlach in 1735.42 The visitor descends from the Kollegienhaus 

into Libeskind’s extension. Libeskind, however did not visually connect the courthouse to the 

extension: on the exterior, they materialise as separate entities. The Kollegienhaus serves as 

the entrance to both museums. The connection or lack of connection preserves both old and 

new autonomy while still binding the two together in the depth of time and space. Libeskind 

commented that the formal organisation of the building mimics the complicated relationship of 

the Jews in Germany.43 

The Jewish Museum is made up of two linear structures: one zigzag and one straight. A void is 

created at the point where both lines intersect, extending from the ground level to the roof. The 

expressive form is designed to portray the Jewish lifestyle before, during, and after the Holo-

caust. This museum successfully acts as a beacon that helps to secure and establish an identity 

within Berlin for the Jewish people who lost their lives/were murdered during the reign of the 

Nazi party. Daniel Libeskind stated that the intention behind the voids was to express the feeling 

of absence, invisibility, and emptiness that the Jewish people experienced during the time.44 

42 Daniel Libeskind and Paul Goldberger, Counterpoint: Daniel Libeskind in conversation with Paul Goldberger (New 
York: Monacelli Press, 2008), 19.

43 Libeskind and Goldberger, Counterpoint, 19.
44 Libeskind and Goldberger, Counterpoint, 20.

The flexibility of the forms twisting and turning on themselves in the plan produces court-

yards within its boundaries. One of the two courtyards, formed by a narrow space between the 

Baroque building and museum extension, follows a particular courtyard design based on the 

typical Berliner Hinterhof in its height and dimensions. It resembles the standard courtyard 

layout of Berlin’s tenement block buildings.45 The museum’s plan on the basement level spatially 

represents the three different experiences Jews went through because of the Holocaust. For 

Libeskind, architecture is about emotional embodiment as well as physical embodiment.46 The 

visitors experience sensations of hiding, losing a sense of direction, confusion, narrow spaces, 

isolation, and anxiety before arriving at the crossroads of all three paths – with the paths repre-

senting either continuity, emigration, or the Holocaust. 

One distinctive feature of the museum is the façade with the strip windows that cut through the 

zinc panels. It portrays a dramatic display of light onto the walls of the interior spaces. Libes-

kind describes this as “allowing a fleeting glimpse of the city as one looks moves through the 

exhibition space”.47 At first glance, the façade cuts almost seem random. However, Libeskind’s 

arrangement of the placement and design has a story to tell: he decided to treat the façade of the 

museum as the ‘skin’, physically and materialistically, to represent the city’s past. He connected 

the addresses of former significant figures in Berlin’s Jewish history with lines, which bisect the 

site, and then projected them onto the façade. Thus, the museum’s façade is essentially a map 

of Jewish history within Berlin.48 In 2004, Libeskind reflected that he “imagined the building as 

a sort of text, meant to be read,” whereby one would “read the intent of the project, the many 

layers of meaning.”49

45  Daniel Libeskind, “Between the Lines: Extension to the Berlin Museum, with the Jewish Museum.” Assemblage, no. 12 
(1990): 21. https://doi.org/10.2307/3171115.

46  Libeskind, “Between the Lines: Extension to the Berlin Museum, with the Jewish Museum”, 22.
47  Libeskind, “Between the Lines: Extension to the Berlin Museum, with the Jewish Museum”, 30.
48  Libeskind, “Between the Lines: Extension to the Berlin Museum, with the Jewish Museum”, 33.
49  Daniel Libeskind, Breaking Ground : Adventures in Life and Architecture (London: John Murray, 2005), 95.Fig 10. An exterior view of the Jewish Museum. Illustrating how the architecture sits within its context and nodes of access from adjacent streets. 
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Derived design strategies

Architecture is an element of art. Outside the realm of construction, it is a phenomenon of emo-

tions, memories and beyond. When all the pieces work harmoniously, the architecture captures 

us. According to Le Corbusier, a renowned Swiss-French architect, when harmony is within 

architecture, it is ‘pure creation of the mind’.50 However, due to urbanisation in the past decades, 

many cities are losing their character, resulting in more ambiguity. As more heritage sites are 

being demolished for new developments, the towns destroy their past, continuity, history, and 

identification. Whilst urban planners focus on function and beauty; they’re failing to capture the 

humanity and essence of the place. 

The outcomes of the investigation into memory, space and place, are that the built structures 

serve as vital memory catalysts in three ways: 

1 - they materialise and preserve the course of time and make it visible. 

2 - they concretise remembrance by containing and projecting memories. 

3 - they stimulate and inspire us to reminisce and imagine.

50  Le Corbusier, Toward an Architecture, trans. John Goodman (Los Angeles: Getty, 2007), 231.

Fig 11. Precedent study map of the Jewish Museum. Addressing themes of light and dark, solid and void, and the journey through 
the museum.

37



03.  THE JOURNEY

“Architecture is a journey of movement and an unfolding of a mystery 
which conditions your mind and calms your temper, through a sequen-
tial unfolding of spaces. It is an act of ‘Story-telling’.”51

51  Maulik R Hajarnis, “‘Spatial Narratives’ in Architecture: Designing A Dance Institute for the 
Nomadic Kalbelia Community at Pushkar, Rajasthan, in India,” Chitrolekha Journal on Art and 
Design Vol. 2, No.1, (2018): 1, https://dx.doi.org/10.21659/cjad.21.v2n102.

Fig 12. Collage of spatial story telling through various physical and temporal elements



Spatial StorytellingSpatial Storytelling

As a design method, spatial storytelling can create a powerful, memorable, and meaningful 

sequence of spaces in a place. Architecture can be a medium to fundamentally narrate tales 

and events in time or of a period through the sequential unfolding of geometry and spaces. 

Sophia Psarra, a scholar in architecture at the Bartlett School of Architecture, writes in her text 

Architecture and Narrative: The formation of space and cultural meaning on the theories behind 

narrative and architecture. One of the theories she investigates is the act of perceiving, which 

is linked to a series of sequential events unfolding as we pass through space. She attempts to 

understand the interaction in a built environment through conceptual, social, and perceptual 

space elements. Psarra further tackles the complicated relationship between architecture and 

meaning. She tries to understand how this relationship can be conceived through abstract rela-

tions and sequential choreographing a spatial narrative to enhance the dweller’s experience.52 

Museums and galleries are successful examples of architectural choreography that exhibit 

content through the arrangement of material choices, the use of light and shadow, acoustics 

qualities, ephemeral and ethereal experience of spaces, cultural and social purposes. The muse-

um and gallery typology seems to balance freedom, space and form along with representational 

narrative content. 

Paul Cobley, the author of Narrative, states that “…narrative is a particular form of representa-

tion implementing signs bound up with sequence, space, and time.”53 He further postulates that 

representational qualities often vary; however, the illustrative essence of a story or tale remains 

significant. The notion of narrative adds to the architecture and enhances the spectator’s experi-

ence, which generates an emotional or sensational response that may be iconic. He implies that 

architecture can encapsulate a transitory and fleeting moment in time and transform it into a 

memorable experience. More physical approaches to the spatial arrangement of space would be 

tectonics, the position of openings, or the size of rooms. 

52 Sophia Psarra, Architecture and Narrative : the Formation of Space and Cultural Meaning (Milton Park, Abingdon, 
Oxon ; New York, N.Y.: Routledge, 2009) 8.

53  Paul Colbey, Narrative (New York: Routledge 2001), 199.

Each of these elements plays a vital role in influencing the dweller’s experience and the genius 

loci of the design. People need to move, occupy, and form their own stories within the space to 

enhance spatial storytelling. 

Fig 13. Spatial storytelling through sketched sequential views of a journey through a townscape 
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The Promenade The Promenade 

Le Corbusier tested the relationship of architecture and narrative through sequential progres-

sion, unravelling in time. He called this the promenade architecturale, an ‘Architectural Prome-

nade’. The theory holds the architectural function as a narrative tool and metaphorically recuts 

events through temporal progression by framing space. The promenade architecturale is the 

act of leisurely strolling, walking or riding for pleasure. In modern times, Le Corbusier used his 

notion of the promenade architecturale in his Maison La Roche and Villa Savoye. However, this 

method has been around since ancient times. It was perhaps first seen in the spatial planning 

of the Acropolis. One of his first villas addressing the promenade is the Villa Savoye (1931). Le 

Corbusier states, “In this house occurs a veritable promenade architecturale, offering aspects 

constantly varied, unexpected and sometimes astonishing.”54 The Villa Savoye emulates a square, 

prism or a lightbox elevated off the ground, floating in the air. Just as the ancient Parthenon in 

Athens, the entrance journey begins from the greater site and continues as one travels around 

the house’s exterior before entering. He uses the ramp to pull the visitor through spaces contin-

uously and to harmonise with the architecture. The Villa Savoye emphasises the principles of 

sequence, arrival, and the ceremonial value of movement. A porte-cochère on the ground level 

allows a journey that wraps around the meadow, house and doubles back to the garage. The 

Villa Sovye’s journey begins with the city and the car, then transitions to the body moving 

through exterior and interior spaces.55 Two points at the main entry, the spiral stair and the 

washbasin, indicate the ritualistic commitment to move up through the house, while the ramp 

creates an asymmetrical flow leading upward to the common spaces. The architecture prome-

nade in Villa Seovye is enhanced by the changing movements of the body in space and circula-

tion via ramp and stairs. The ramp presents the choice of entering one of the adjoining spaces. 

54  Flora Samuel, Le Corbusier in Detail (Amsterdam/Boston/London: Elsevier/Architectural Press, 2007), 24.
55  Eve Blau and Nancy Troy (eds.), Architecture and Cubism (Montréal /Cambridge, Mass.: Centre Canadien d’architec-

ture/Canadian Centre for Architectur/MIT Press, 1997), 205. 

Fig 14. Exterior view of the Villa Savoye

Fig 15. Sequential views of the spatial arrangement in Villa Savoye, beginning at the exterior through to the interior, ending the journey on the roof garden area 
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PorticosPorticos

In Bologna, Northern Italy, the Portico Archways provide an architectural example of a jour-

ney, allowing for pause, interaction, and reflection. Bologna has been a university city from the 

Middle Ages onwards. Therefore, it has long accommodated students on the upper floors of 

the housing and provided amenities on the ground floor. The archways act as semi-public and 

public interior spaces. The spaces offer locals and tourists comfort and shelter on the wettest 

or windiest days in the city, being a practical solution for dwellers on their journey to access 

shelter and amenities.56 The entrances are also a catalyst for social and communal interaction. 

The communities can gather, converse and activate the space with their interactions. In various 

contemporary urban settings and developments, society has become disconnected. We stand 

on busy streets, watching people rush by each other without a protected place to pause, reflect, 

have a spontaneous encounter, and engage with one another. However, the spatial experience 

of the Porticos is a moment the project hopes to create for the city dwellers that will occupy the 

space.  

56  Carolyn McDowall, “The Portico – an Ancient Architectural People Protector,” The Culture Concept Circle, March 9, 
2014,  https://www.thecultureconcept.com/the-portico-an-ancient-architectural-people-protector.Fig 16. An exterior view of the Bologna 

arches, showcasing the blurring of public 
space, footpath, and the road

Fig 17. An interior perspective of the Bologna arches, showcasing the movement and journey of the dwellers44 45



Threshold and Transition Threshold and Transition 

An architectural design element that contributes to spatial storytelling is the movement through 

the threshold and transition spaces. All spaces created in the urban fabric have conditions in 

which the architecture creates planned or accidental ‘in-between’ space as part of the civic land-

scape. According to the Cambridge Dictionary, it is also “…the level or point at which you start 

to experience something, or at which something starts to happen.”57 The threshold describes the 

physical setting and also the psychological, emotional, and social effects. It is crucial to address 

how these spaces are designed and apply the various threshold meanings to the architectur-

al design. German philosopher Walter Benjamin notes how the threshold must carefully be 

distinguished from the boundary.58 Till Boettger, in his text Threshold Spaces: Transitions in 

Architecture Analysis and Design Tools, suggests that thresholds are spatial conditions that cre-

ate openings in boundaries allowing for movement and transition in space.59 It is the transition 

space between the outside/inside and public/private. Apart from the physical movements of 

space, dwellers can cross environmental, acoustic, and visual boundaries through elements of 

sound, light, shadow, or flow of air. While thresholds allow for transition, passage, and media-

tion, they are associated with ritual and socio-cultural codes.60 Thresholds can be fundamentally 

transformative.  

The Strozzi Palace is an example of how transition and threshold spaces aid to create a jour-

ney to experience architecture. The transition from public to private is an evident part of the 

design. It is enhanced by the streetscapes which surround the palace. Visually the first element 

you notice is the façade that goes from rustic to refined brick texture. The stone façade of the 

palace changes with each floor, thus indicating the level change. As you approach the mass of 

a building, the entrance is clearly defined through the stonework that generates the arched 

portal doorway overlooking the square and street. As you are about to pass through the entrance 

threshold, you get a glimpse of what lies ahead. 

57  “Threshold,” Cambridge Dictionary, accessed October 2, 2021, https://dictionary.cambridge.org/dictionary/english/
threshold.

58  Walter Benjamin and Rolf Tiedemann, The Arcades Project (Cambridge, Mass.: Belknap Press, 1999), 494.
59  Till Boettger, Threshold Spaces: Transitions in Architecture: Analysis and Design Tools (Basel: Birkhäuser, 2014), 25.
60  Karen A. Franck and Quentin Stevens, Loose Space: Possibility and Diversity in Urban Life (New York: Routledge, 

2006), 75.

Then you move through a more confined, dimmed foyer into the open and light courtyard space 

surrounded by a stone arcade. Simone del Pollaiolo designed the courtyard surrounded by large 

Corinthian capitols and columns, forming a four-sided arcade accessible from three nearby large 

sets of doors.61 The unfinished wide ledge encircling the exterior becomes a great place to pause, 

sit and relax in the shade of the palazzo. This journey from open to a mystical dim confined 

space and back into openness is an experience that enhances the sequential storytelling, there-

fore also the sensory experience of the dweller.

Derived design strategies

Through the analysis of the journey themes of spatial storytelling, promenade and threshold, the 

derived design strategies are:

• Create openings in boundaries allowing for movement and transition in space 

• Arranging various functions of the program into separate volumes

• Overlay, arrange, stack the volumetric forms into clusters

• Connect the shapes & volumes through circulation and architectural design elements such 

as lifts, stairs, ramps

61  Donna Scharnagl, “Palazzo Strozzi, in Florence City Center,” Visit Florence - Fall in love with Florence, Italy!, accessed 
October 2, 2021, https://www.visitflorence.com/florence-museums/palazzo-strozzi.html.

Fig 18. A collage of the sequential journey to and through the Strozzi Palace, highlighting the thresholds and transition spaces
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04.  THE PUBLIC REALM

Fig 19. The original sections of Nolli’s mapFig 19. The original sections of Nolli’s map



Public InteriorPublic Interior

Contemporary urban public space plays a crucial role in the everyday urban life of cities. As the 

metropolitan city fabric develops and shifts, so does the threshold between the public and pri-

vate realm. Maurice Harteveld, an architect, and urbanist states, “In recent decades, the amount 

and proportion of public space within buildings has steadily increased, with much of it forming 

part of a larger interior and exterior pedestrian network.”62 He reflects on how the contempo-

rary urban fabric is getting designed. Due to the developing urban fabric, there are fewer meet-

ing places such as traditional squares and streets as many ‘public’ spaces become internalised. 

As a result, ‘private interiors’ are generated. These ‘semi’ public spaces become appropriated 

to specific users. The action is referred to as ‘parochialisation’.63 The production of these spaces 

keeps the general public set apart from the traditional and existing outdoor public spaces. The 

complex relation of the urban context and interior conditions is highlighted by increasing ten-

sion between public and private spaces. Architect Manuel de Solà-Morales has emphasised the 

significance of public interiors. Solà-Morales defines these public interior spaces as:

 The civic, architectural, urban and morphological richness of a contemporary 
 city resides in the collective spaces that are not strictly public or private, but both 
 simultaneously. These are public spaces that are used for private activities, or private 
 spaces that allow for collective use, and they include the whole spectrum in between.64

Public interiors are public spaces that anyone can use even if they are privately owned, e.g., 

malls, libraries, hospitals, etc.65 However, other spaces considered public interiors are passages, 

arcades, inner courtyards. Kristiaan Borret, an architect in Antwerp, describes these spaces as 

secondary public spaces. They differ from primary public spaces such as streets, markets, and 

public squares.66

62  Tine Poot, Maarten van Acker and Els de Vos, “The Public Interior: The meeting place for the urban and the interior”, 
Idea Journal, vol. 15 ,No. 1 (2015): Urban + Interior, 44.

63  Poot, van Acker and de Vos, “The Public Interior”, 46.
64  Poot, van Acker and de Vos, “The Public Interior”, 49.
65  Poot, van Acker and de Vos, “The Public Interior”, 49.
66  Poot, van Acker and de Vos, “The Public Interior”, 49.

The Nolli Map of the CityThe Nolli Map of the City

The concept of public interiors is not a recent discovery. The phenomenon has historical archi-

tectural roots, dating back to the 1700s. The coincidental public interior space was illustrated by 

an Italian architect and surveyor Giambattista Nolli, in his famous Nolli map, La Pianta Grande 

di Roma of 1748. The iconographic figure-ground map of Rome illustrated the city’s private 

space shaded while streets and public spaces were left white. However, as one looks at the map, 

there are noticeable irregularities in the city plan. Not only were the public spaces and streets 

represented in white, but also the public interiors. Thus, Nolli points at the importance of public 

interiors as part of the public realm. The Nolli map reflects the public realm in eighteenth-cen-

tury Rome and highlights the ambiguous line between private and public spaces. 
 

Nolli’s vision and technique of graphical representation displaced those of the Middle Ages and 

Renaissance times. Nolli’s approach to the map in terms of representation is essential for the 

design process to identify a problem and provide a solution. The map included privately owned 

collective space as ‘public’ space, thus maintaining the connection between public space and the 

attributes that contribute to the perception of those spaces. The drawing of the ground plane in 

the Nolli map was a turning point almost two hundred years later in stimulating this conceptu-

alisation of public space. Michael Graves states:

 Imagine for a moment one’s regard for the plan if Nolli had elected to draw the city 
 from the roof rather than taking section through the ground floor as he did. Nolli’s 
 description captures more accurately the relationship of the piazza to the threshold to 
 the internal public room with a sense of marche or promenade that would be unimaginable
 using other graphic assumptions. Alternatively, if Nolli had included the private domain as 
 other than a secondary condition of poche, one would have been unable to assess the legibility 
 of public enclosure to the extent that his plan offers.67

67  Galvin Wortham, “The Woof and the Warp of Architecture: The Figure-Ground in Urban Design,” Footprint, no. 7 
(2010), accessed October 2, 2021, https://journals.open.tudelft.nl/footprint/article/view/726/902.

Fig 20. A collage of various Public Interior space (Collage by author)
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The authors of Collage City, Colin Rowe and Fred Koetter argued for the designer’s role in 

producing the public realm. The architects make intangible distinctions between the res publica 

and res private by explaining that the spaces should design to orchestrate a series of public 

forms and spaces that are distinct, recognisable, and unforgettable.68 The arguments align with 

the idea that the reading of cities can explain the next steps in planning and development. The 

contrast of the black and white Nolli map illuminates a larger whole.

68  Colin Rowe and Fred Koetter, Collage City (Cambridge, Mass.: MIT Press, 1978), 245.

Public RealmPublic Realm

Richard Sennett, a sociology professor, works on social connections in cities and the impact 

urban living has on individuals in the modern era.69 In The Fall of the Public Man, he suggests 

that public life traditionally combined several facets. Firstly,  the space is directed towards the 

common benefit. It can be open and accessible for everyone to participate in and observe, shared 

by a diverse group of people; thus, in return, the space is required to tolerate differences of in-

terest and behaviours.70 According to Arendt, public life is characterised by coherence, continuity 

and common tradition, which transcend an individual’s life. In contrast, the private realm is 

more intimate, shielded, and familiar, as one can control and share the space with friends and 

family. Public life, however, involves relative openness and social contexts. This research paper 

recognises the multiple dimensions of publics and publicness. It is therefore essential to identify 

the original roots of the definition public. The word comes from the old Latin and French term 

publicus, which derives its meaning from poplicus (of the people).71 According to Vito Acconci, 

“The words public space are deceptive; when I hear the words, when I say the words, I’m forced 

to have an image of a physical place I can point to and be in. I should be thinking only of a con-

dition; but, instead, I imagine an architectural type, and I think of a piazza, or a town square, or 

a city common.”72 It is a reminder that the “other places” in the city are not public.

 

69  Richard Sennett, The Fall of Public Man (New York/London: W.W. Norton, 1996),5.
70  Sennett, The Fall of Public Man, 10-15.
71  Marcel Danesi, Encyclopedic Dictionary of Semiotics, Media, and Communication (Toronto: University of Toronto 

Press, 2000), 188.
72  Vito Acconci “Public Space in a Private Time”, Critical Inquiry, vol. 16, no. 4 (1990), 901. https://www.jstor.org/

stable/1343774.

Fig 21. Giambattista Nolli, Map of Rome, 1784
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Tales of Public SpaceTales of Public Space

“Man is by nature a social animal”. Aristotle’s famous expression heard by many indicates the 

need for humans to interact socially and are unsuited for isolation. Arendt argues in The Human 

Condition: “No human life, not even the life of the hermit in nature’s wilderness, is possible 

without a world which directly or indirectly testifies to the presence of other human beings.”73 

Her argument proposes that the act of social interaction requires a ‘place’ – hence a basic need 

for public space. Public spaces act as a platform in which humans socialise with the outside 

world to see, learn, and inspire, instilling physical and psychological stimulation. The notion 

of a public realm is not only associated with a place but also with the experience. Thus, Jan 

Gehl, in Life Between Buildings, argues that “being among others, seeing and hearing others, 

receiving impulses from others, imply positive experiences, alternative to being alone. One is not 

necessarily with a specific person. Still, with others, one is nevertheless,”74 This emphasises how 

public spaces contribute to the vitality and social development of humans from neighbourhoods 

and communities to large urban squares and cities. 

There are various notions to defining publicness in the changing role of the term in the public 

sphere. The works of theorists Habermas and Arendt address the evolution of publicness. Jürgen 

Habermas is a famous German philosopher and sociologist in the field of critical theory and 

pragmatism. His works address communicative rationality and the public sphere.75 In one of his 

notable works, In the Structural Transformation of the Public Sphere (1962), he researches the 

evolution of the public realm. Habermas followed this theory into the public sphere of bourgeois 

literature and connected it to the political public sphere. His investigation highlights the notion 

of public space in a contemporary significance. Hannah Arendt was a German-born American 

political theorist. Much of her literature has had lasting influences on political and philosoph-

ical theories, with topics addressing authority, power, democracy, and totalitarianism. One of 

Arendt’s most influential works was The Human Condition. 

73  Arendt, The Human Condition, 22.
74  Gehl, Life Between Buildings, 17.
75  James Bohman and William Rehg, “Jürgen Habermas,” Stanford Encyclopedia of Philosophy (Stanford University, 

August 4, 2014), https://plato.stanford.edu/entries/habermas/.

She analysed various conceptions and representations of human activity from its association 

with freedom and democracy from the beginning of time. Both Arendt and Habermas have 

outlined two key factors in the position and significance of publicness. First, the developing role 

of public and private spheres with the social realm. Second, the notion of the everyday life part 

of the public sphere. 

 

Fig 22. The Western Exchange in 1817 serving both as a public space and independent booths merchants could rent 
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Urbanisation and the Everyday Urbanisation and the Everyday 

Over the years, public spaces have undergone an urban regeneration that has resulted in 

enforcements of mixed concepts and values whilst labelling politically trended slogans; sustain-

able, ecological, and environmentally friendly. The designs of the latest public spaces follow 

‘design recipes’ that result in spatial and figurative standardisation. Manuel de Solà-Morales 

makes this point in The Impossible Project of Public Space, where he criticises such an approach 

as,

 (…) a new form of autonomous professional practice which sees the precinct 
 where the work is to be done as a free range in which zero-elevation architecture
 might be invented, an unconstrained exercise in which – relatively – low-cost 
 forms and images can be explored in freedom that could not exist in construction 
 that is constantly submitted to the much stricter requirements of the programme, 

 costs, functions, structure and client.76 

Solà-Morales explains that these guidelines simplify or dismiss the urbanistic fabric and archi-

tectural methodologies that were historically fundamental to understanding public space. The 

interpretation of this text demonstrates that the result of conflicting functions, ill-fitting urban 

realities, void of architectural theory, is why the designed public space ends up as an unarticu-

lated arrangement of isolated parts. You could say the unpredictability has been driven out to 

render public space to become more rationalised. For example, video surveillance is an attempt 

to rationalise space to permit calculability, use public furniture, and design to steer behaviours 

in public space to foster or avoid specific encounters. Extensive urban design guidelines and 

unitary plans rob public spaces of their spontaneity, surprise, and creativity. Ray Oldenburg, 

an American urban sociologist agrees with Solà-Morales by stating, “If we valued fraternity as 

much as independence, and democracy as much as free enterprise, our zoning codes would not 

enforce the social isolation that plagues our modem neighbourhoods but would require some 

form of public gathering place every block or two.”77 

76  “The Impossible Project of Public Space,” Manuel De Solà-Morales, accessed June 10, 2021, https://www.publicspace.
org/multimedia/-/post/the-impossible-project-of-public-space.

77  Ray Oldenburg, The Great Good Place: Cafés, Coffee Shops, Bookstores, Bars, Hair Salons, and Other Hangouts at the 
Heart of a Community (Cambridge, MA: Da Capo Press, 1999), 23.

Many associate the notion of every day and the experience with the private realm. Arendt de-

scribes the essential elements of the private realm in the Greek ‘polis’ as peoples everyday needs. 

The polis was the sphere of political freedom, according to Arendt. This research aims to argue 

that the association of every day is not exclusively for the private realm as suggested. Everyday 

urbanism is defined as finding meaning in experiences and everyday life in a rather mundane 

route like life. This idea was heavily influenced by the literature of French philosophers Henri 

Lefebvre and Michel de Certeau. Parallels can be drawn between this approach and the public 

realm. Lefebvre views the city where dwellers participate daily; strangers interact, exchange 

words, signs, material, products, and share information. Most of these actions go unnoticed in 

familiar day-to-day places. Both philosophers emphasise the need for all these actions and activ-

ities in the everyday. The everyday space is the link between urban design and daily life, which 

is a separate space outside our home (private realm), government public amenities (public) and 

workplace (third place). 

Fig 23. Aotea Square in New Zealand, a public space in the center of continuing urbanizing city. 
Highlighting various nodes of access, that the everyday dwellers might take on their journeys. 
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Dualism of Public and PrivateDualism of Public and Private

The indistinct boundary between the public and private is still evident in contemporary society. 

The organisation of various areas of social life, including access, agency, and interest, are the 

concepts public and private realms address. Tridib Banerjee is a scholar who wrote on the 

design and planning of the built environment and the related human and social consequences.78 

Anastasia Loukaitou-Sideris is a Greek-American academic who wrote literature on urban plan-

ning and urban design. Banerjee and Loukaitou-Sideris ideas are reflected in The New Com-

panion to Urban Design 2019.  Both scholars noted the distinction between the public and the 

private is a vital dimension that characterises the dualism in the social construct of the city. This 

was reflected through their analysis of the politics and poetics of the urban form. Habermas also 

acknowledges and identifies the bourgeois public sphere in reflecting the boundary of original 

public life. He defined how the public realm is the people’s space from the private realm joining 

the “public”. The change of the relationship between the public and the private is a central 

historical concept that is both dynamic and complex. Habermas and Arendt both believe that 

the public and private reflect the development of modern society and the economy. The blurred 

lines between both realms highlight the contemporary era’s shift and is an essential part of the 

research undertaken.

78  “Tridib Banerjee,” USC Sol Price School of Public Policy, March 16, 2021, https://priceschool.usc.edu/people/tridib-ba-
nerjee/.

Derived design strategies
 
The last section of the theoretical study delved into the theories of the public realm. Understand-

ing the puzzle pieces which enhance the city fabric was crucial. The derived outcomes are that 

the public realm serves as social catalysts is to: 

• Design for inclusiveness 

• Design for the city fabric and the existing built environment to enhance the context and 

surroundings

• Address the shift of the public and private realms as part of the architectural intervention

• Identify the public, semi-public and private space in the design 

• Visually represent this space in plan, section, elevation 

Fig 24. Illustrating the private realm in association with a home and the public realm with public amenity. Left is 
a typical London terrace and left is Burlington Arcade, Piccadilly, London.
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NolliNolli

An integral part of the research project is to understand the city and the public sphere. This es-

tablished the importance of mapping to understand the public realm and the contextual nature 

of the site. Firstly, the Nolli map by Giambattista Nolli was studied and understood to read the 

solid and voids of the city fabric. Analysis of various cities was done through the Nolli mapping 

to extract the nodes of publicness in the fabric of the cities. There is a variation of urbanisation 

from city to city, in different parts of the world. The mapping of the various cities shows the 

‘urban public interior’ discussed in the theories. Such spaces include cafes, restaurants etc. 

There are limitations to the mapping methods, as the urban fabric has become very complicat-

ed. To be able to map urban public spaces that are free to access accurately is challenging. The 

mapping of the cities using the Nolli map method makes a clear distinction between public and 

private spaces in the urban fabric. The private spaces are filled with a dark grey tone. Google 

maps were used as a source to identify the public and private areas in all the cities. All the pub-

licly accessible spaces and places specified by google maps were left white, and the private spac-

es were filled grey. The temporal dimension in the central city fabrics was addressed to identify 

the public and private spaces. The accessibility around public spaces varies, such as malls, cafes, 

governmental facilities are open from 8 am-9 pm or close late at night. This period is when 

dwellers are most active and on journeys as part of their everyday life. Therefore, as these places 

are restricted by opening and closing hours, they were still considered public in the mapping. 

The Nolli mapping technique uses different graphic techniques to suggest spaces that are there 

but cannot be used by the public, such as rivers, lakes, agricultural estates, meadows, etc. The 

representation of these spaces in the map reflects the characteristics and qualities surrounding 

the public space. For example, the public spaces along the River Thames in London will have 

different spatial qualities and give people different feelings. 

Using this method to understand the fabric aided the project in identifying possible nodes for 

the intervention that align with the project goals. Further, a more general mapping method 

was used to address the site of the architectural intervention. The contextual mapping shaped 

the outcomes and planning of the project. Denis Cosgrove believed mapping is just a visual and 

conceptual act of representing, recording, and creating spaces. However, to James Corner, it 

was more than that. It is a means to discover the elements which precede the map, the jour-

ney of the process and not the outcome. Collage City by Colin Rowe and Fred Koetter was an 

essential resource. According to Rowe, the traditional city is far more versatile in its structure. 

Each pocket of a void within the solid can be distinctly different from any other pocket without 

interrupting the continuity of the overall urban fabric. The figure of the modern city becomes 

incredibly opaque ground that is not supported by any other ground and, for that reason, is in-

terchangeable. The mapping result helped to understand the various city fabrics worldwide—the 

intensity of urban development, nodes of publicness and privates. Various inconsistencies rose 

in the development of these maps, as the information gathered through google maps limited the 

understanding of what is publicly accessible or private. However, is indicated possible nodes in 

and around the Auckland CBD where an architectural intervention could be situated.

   

Fig 25. La 
Nuova Pianta 

di Roma
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Fig 26. Nolli map of New York (Drawing by author) Fig 27. Nolli map of London (Drawing by author)



Fig 28. Nolli map of Singapore (Drawing by author)

Fig 29. Nolli map of Auckland (Drawing by author)



PhotographyPhotography

“Our eyes are made to see forms in light; light and shade reveal these forms”, 
     said Le Corbusier.79

Photography encompasses the notion of the ephemeral. The moments of the transient are 

captured and preserved. A place is full of ephemera and the ephemeral as it is always in constant 

flux. The spaces and places part of the city has always been relevant site for photographers. The 

method deliteralism (equivalents) is used frequently in architecture to capture these ephemeral 

qualities of architecture.80 It is when photography is used to emphasise, enhance or embellish 

different parts of the architecture or the surrounding context (other buildings and clouds). 

While also de-emphasising the rest of the elements in the photo using luminosity, light, shadow, 

and tonal variation. The method can be helpful when trying to free the architecture from its lit-

eral interpretation and abstract a deeper meaning.81 Light and photography are used to analyse 

the spatial qualities produced by the explorative and final models. Through photography, the 

study of light and shadow assisted in understanding how the architectural elements affected the 

internal and external space and how the design produced various atmospheric qualities. Under-

standing and applying the derived design outcomes from the method will guide the arrange-

ment and formation of the spaces that make up the architectural intervention. 

The element of light, which allows us to see the architecture, is a great architectural tool in de-

sign. The light that illuminates the architecture and surfaces enables one to see and emphasises 

and enriches the space with shadow games. The models highlight three key elements: Contrast 

and focus, material and texture, and hierarchy of shades.  

79  Le Corbusier, Towards a New Architecture (New York: Dover, 1986), 59.
80  John Kosmopoulos, “Archistract Art: Theory & Types,” John Kosmopoulos | eclectic aesthetic fine art photography, 

accessed October 27 2021, https://silverzenphotography.com/archistract-art-theory-types/.
81 John Kosmopoulos, “Archistract Art: Theory & Types,” John Kosmopoulos | eclectic aesthetic fine art photography, 

accessed October 27 2021, https://silverzenphotography.com/archistract-art-theory-types/.

Contrast and focus 

The strong contrast in the photographs of all the models creates sharp edges, shadowed and 

light spaces that stand out. The creation of focal points allows the designer to lead the dweller 

straight on the desired path. The blurry effect of some of the photographers suggests the refin-

ing of the atmosphere and setting of the space. The designer incites the observer to pay atten-

tion to details in the space or photo instead of directing them to a specific space in the place. 

Material and texture

Many materialistic and textural qualities are emphasised not in only the black and white photos 

but the colour ones. The black and white photographs showcase shadow, light, shade, and 

reflections to define the texture and material. It uses the game of shadows to emphasise the 

roughness, smoothness or graininess of the materials. 

Hierarchy of shades

Light and dark contrasting shades are shown in the photographs to indicate the depth in the 

images. The gradation of the darkness exposes the objects in the distance from the light. They 

also outline the solid and void objects in the space. The layering of shades enriches the spatial 

quality in a space. 

Fig 30. The method of Photography used to visualize how light can affect a space 
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St Kevin’s Arcade 

St Kevin’s Arcade by William Arthur Cumming was built in 1924 and then extended in 1926. The 

arcade currently serves as a commercial site at the heart of Karangahape road. The following 

images are a walkthrough of the site, highlighting the hierarchy of shades, contrast, and focus, 

and contrasting spatial spaces through photography. The use of light acts as a guiding tool to 

lead the dweller through the arcade and down to Mayer’s Park. 

Fig 31. Site map of St Kevin’s Arcade (Drawings by author) Fig 32. Walkthrough of St Kevin’s Arcade highlighting the hierarchy of shades, contrast, focus, and contrasting spatial spaces through photography (Drawings by author)
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Site 3 

Site 3 by Patterson’s is a development with solid historical connections. The site was initially 

developed in 1883 and is currently used as a mixed-use commercial space. The following images 

are a walkthrough of the site highlighting the space’s materialistic, textural, and contrasting 

spatial qualities. The photos illustrate the notion of spatial storying telling of the architecture 

through the sequential frames. The courtyard part of the site acts as a void and brings in light to 

balance the darkness.  

Fig 33. Site map of Site 3 (Drawing by author) Fig 34. Walkthrough of Site 3 highlighting the space’s materialistic, textural, and contrasting spatial qualities (Drawing by author)
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Explorative Mass Modelling Explorative Mass Modelling 

The explorative modelling aimed to derive materialistic qualities, pathways, and journey ele-

ments. The physical design journey of the project began with explorative models. The modelling 

was used to understand the conditions required to achieve the project’s aim. The initial models 

of the project were generated from a dream to set the tone of the research project. The models 

were used to understand the ephemeral qualities of a dream-like space produced. The theme of 

the explorative models are mass, space, and journey. Like the forms part of the nolli map.

An essential stage of this model making process was the analysis of outcomes and derived de-

sign strategies. The production of the small-scale models helped simplify the design, highlight-

ing the significant decisions and making them legible. As a result, the attention to the essential 

design elements is emphasised. Fredrick Kiesler and his project City of Space 1925 became a 

point of reference for the model-making method. His works embodied a “system of tension in 

open space” with various beam and column elements. An exposition in which you walk through 

its patterns of interconnections in a modern urban city. 

The modelling aimed to create a language after which the spatial and qualitative components 

and findings guided the site selection. The models were used to study how the architectural in-

tervention sits within the context. Thus, highlighting how the design addresses or relates to the 

site and surrounding buildings. Physical modelling enabled the examination of the structure by 

looking at the model simultaneously and understanding the design from different perspectives. 

A starting point was a unitary stencil applied to generate the cast plaster elements, which were 

the founding masses of the models.

First Stage of ModellingFirst Stage of Modelling

Models contrast heaviness with lightness, these qualities being reflected in material choice. A 

unitary stencil was applied to generate the cast plaster elements, the founding masses, in the 

three models. The materials which make up the models in one-dimensional, two-dimensional, 

and three-dimensional elements are:

CAST CONCRETE – Cast concrete was used in all three iterations of the models. The purpose of 

the mass is to act monumental and imitate heaviness

WOOD – Wood was used in all three dimensions; columns, mass, and planer elements. 

STEEL - Steel was used as a one-dimensional and two-dimensional element; columns and plan-

er elements.

CARD – White and black card was used as two-dimensional and three-dimensional elements; 

mass and planer elements. 

Fig 35. The unitary stencil used as part of the modelling 
making process (Photo by author)



Model 1 

Black and white

Materials: mass concrete, black card, steel

The black and white photographs of the first model emphasised the contrasting qualities of the 

materials strongly. The projection of the black card against the mass concrete and steel brings 

out the textural qualities of the lighter-toned materials. The scale of the model embodies a mon-

umental relationship to the human figure. The models illustrate a strong connection between 

all three-dimensional elements, showcasing a balanced composition. The set-up of all the pieces 

creates a purposefully directed axis. This enables a journey guided by curiosity from one spatial 

moment to another. The model expresses the most spatially intimate setting out of the three 

models.

Fig 36. Spatial moments in the mass concrete, black card, steel model highlighted through black and white photog-
raphy (Photos by author)
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Colour

Materials: mass concrete, black card, steel

The colour images showcase the textural qualities of all three materials. The differentiation 

of light and heaviness is more apparent. The composition of all three elements showcases an 

ephemeral quality different from the black and white images. The materials work cohesively to 

guide the dweller through the space.

Fig 37. Spatial moments in the mass concrete, black card, steel model highlighted through colour photography 
(Photos by author)
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Model 2

Black and white

Materials: mass concrete, white card

The change of primary materials in the second model was a turning point as a more apparent 

theme emerged. A strong visual axis to the end of the journey from the start point becomes 

more apparent. The white card frames acted as a guiding method for the dweller on their path. 

The second model is more complex than the first in terms of circulation options, pathways, and 

multiple axes in contrast with a directional axis and sightlines. The overall setting of the model 

feels lighter compared to the first contrasting model. The model introduces the idea of lightness 

verse heaviness, with a balanced open to intimate ratio. 

Fig 38. Spatial moments in the mass concrete and white card model 
highlighted through black and white photography (Photos by author)
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Colour

Materials: mass concrete, white card

The colour images portray a successful material relationship between all the elements. They 

imitate the themes of the dream-like with the pure white card and heaviness of the grounded 

masses. The horizontal and vertical, mass, and planar elements are defined more clearly. The 

spatial journey is set using the frames; while continuing to maintain aspects of unexpectedness.

Fig 39. Spatial moments in the mass concrete and white card model 
highlighted through colour photography (Photos by author)
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Model 3 

Black and white

Materials: mass concrete, wood

The wood and mass concrete model is the most successful in terms of vertical engagement. As a 

result, this model feels larger in scale.  It is comprised of evenly spaced-out elements, giving the 

setting more open, and fewer enclosed spaces. The open space in the middle area of the model 

is strongly emphasised. All the visuals show a defined centre space with all the other elements 

surrounding the imaginary border. The model had spatial moments of intimacy but was the 

most open compared to the other two models.  

Fig 40. Spatial moments in the mass concrete and wood model high-
lighted through black and white photography (Photos by author)



Colour

Materials: mass concrete, wood

The material palette of the model works to create a safe and warm setting compared to the 

stronger contrasted setting of the previous two models. The spatial journey is well defined in 

terms of axis and sightlines. 

The scale of the overall model is less monumental and dream-like due to the even spaces of the 

1D/2D/3D elements. Thus, making it the least intimate, and more open, of the three models.

Fig 41. Spatial moments in the mass concrete and wood model highlighted through colour photography (Photos by author)
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Outcome

The models generated created an accidental complexity, almost dream-like, developing several 

main strategies: 

• a complexity of alternate pathways

• the pathways lead through/to a central opening space

• frames lead one through the journey rather than voids

• perspective is essential to be able to guide the dweller through with hints of what lies  

 beyond the space

• a complex arrangement but with points of reference in the distance

The models are arranged on the map, on the axis of reality to dream-like and intimate to open. 

It highlights a close balance in addressing all the themes between the models. 

Fig 42. Map showing the models on the axis of reality to dream-like and intimate to open (Collage by author)



05.  THE SITE

Fig 43. View from a high point of early Auckland, looking east past Commercial Bay, towards the Britomart Barracks



Site Site 
The chosen site for this architectural intervention is 28 Shortland Street, Auckland City.

Fig 44. A site and cultural map addressing the site 28 Shortland Street (Map by author)
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HistoryHistory

Commercial Bay & Fort Street

Fort Street, originally known as ‘Fore’ Street, was the hub of trade and transport. The street 

marks the location of the original shoreline. The hub served as a crucial landing point during 

the early settlement of Auckland. The area of Fort Street played an essential role in developing 

Auckland’s early economy, which included business in gum, timber, flax, and livestock. The site 

is also a place of cultural significance to the Mana Whenua (local iwi). The Māori name given 

to the area is Onepanea which means “beach of the heads inline”.82 Shortland Crescent runs 

parallel to Fort Street. It was renamed Shortland Street in 1870 and was Auckland’s first main 

street. At the foot of Shortland Street was a place called Te Whatu (“The Rock”), where the waka 

(canoes) could be anchored. The waka transported goods and produce, including flour, exotic 

fruits, flax, and coal. As time passed and the result of land reclamations in the 1860s, Queen St 

became Auckland’s main street. 

Land Reclamations

In 1841, a plan was proposed by Felton Mathew for the reclaimed land to become developed in 

Commercial Bay for commercial use.83 There were also controversies around the reclamation, as 

an 1846 letter of the Editor of New Zealand stated:

 The Government Sale of some few Town Allotments last week, has more particularly 
 drawn my attention to the absurdities, and prospective difficulties that will arise from 
 the sale, on the plan now proposed, of the land in Commercial Bay ... But, according to 
 the plan of Government, Fort-Street will be without any access to the sea ... so that, in 
 fact, the Reserve for the Native Market-place will, if Government continue the sale of 
 these water allotments, be completely inaccessible for the Canoes ... Now, Sir, what can 
 be more absurd than thus to prevent the convenient access of those, on whom the Town 

 of Auckland is so dependent for its daily supplies of food.84

82  Waitemata Local Board, “Discover Auckland’s Original Foreshore - Te Takutai Taketake o Tāmaki Makaurau,” 
Auckland Council, accessed October 2, 2021, 2, https://infocouncil.aucklandcouncil.govt.nz/Open/2016/09/
WTM_20160913_AGN_5118_AT_files/WTM_20160913_AGN_5118_AT_Attachment_49483_4.PDF.

83  Waitemata Local Board, “Discover Auckland’s Original Foreshore”, 2.
84  Waitemata Local Board, “Discover Auckland’s Original Foreshore”, 2.

The land reclamations part of Fort Street began in the late 1850s. In the late 1860s, 3.6 hectares 

of the foreshore were reclaimed between Fore (Fort) Street and Customhouse (Customs).85 

The population grew rapidly in the 1870s and 1880s due to immigration. As land reclamation 

continued, so did the commercial development of the city. By the 1920s, the Fort Street area had 

become the commercial hub of Auckland, with masonry buildings housing banks, land agents, 

insurance companies and commercial offices.86 Therefore, as reclamations and city development 

took place, the original shoreline’s essence and memory and its history were wiped out. Only the 

thought of what once existed was left behind. 

85  Waitemata Local Board, “Discover Auckland’s Original Foreshore”, 2.
86  Waitemata Local Board, “Discover Auckland’s Original Foreshore”, 2.

Fig 45. A current site map with an overlay of the Auckland original shoreline (Map by author)
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Current ContextCurrent Context

The site 28 Shortland Street is in the heart of the city. Currently, the space is used as a privately 

owned, paid carpark.87 The site has been vacant for over the last 32 years. The Auckland Star 

building initially occupied the site before it was torn down in 1989. After that, several proposed 

tower designs were submitted but failed to attract invested owners.88 The site faces north, with 

views of the waterfront and harbour. The land situates itself in a gap between two tall neigh-

bouring buildings. The building to the west of the site is a mixed commercial and residential 

space. The building on the east is a commercial tower, with a fire-rated wall fencing the site. 

The site is fronted with trees and a public toilet on the shared Fort Street path. As part of the 

site plan, the project removes the public restrooms from the site’s frontage and incorporates 

them into the design proposal. The site has a gradient that rises from the north (Fort Street) to 

the south (Shortland Street). The slope drops by 5.5m, with the ground level at 4.5m and the 

highest elevation point at 10m. As the site is north facing, the gradient of the project’s archi-

tectural forms rises accordingly to allow natural sunlight into the buildings—the project design 

aims to incorporate the site’s natural slope and build in the level changes. 

87  However, two possible addresses are attached to the site, due to access and utilisation. To get to the car park the route 
addresses is 27 Fort Street as it is the only access point onto site for the vehicles. Legally, the site under the Auckland 
Council records and DP Lot is named 28 Shortland Street.

88  Matt L, “New Carpark for the CBD,” Greater Auckland, accessed September 20 2021, https://www.greaterauckland.
org.nz/2014/03/06/new-carpark-for-the-cbd/.

Fig 46. Site photos of 28 Shortland Street, approaching the site and on site (Photos by author)
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The site conditions that arose from explorative models resulted in this site selection—the 

site is situated in the urban fabric, in a void part of the existing journey. The pedestrian map 

illustrates the pathways to and from the site. The analysis reflects on Fort Street as a node for 

everyday urban dwellers on their journey. The site has a defined vertical axis. Smaller horizontal 

connections between Fort Street, Shortland Street and Fort Lane are evident. A direct link to the 

waterfront from the site is apparent, with paths aligning to other public places such as Freyberg 

Place and Queen Street, which presents an opportunity to provide a physical and visual connec-

tion. The location creates a chance to shape an architectural intervention into a broader path 

that allows a dweller to leave reality and enter a dream-like space. Providing an opportunity to 

pause, linger, and reflect. 

Fig 47. The pedestrian map illustrates the pathways to and from the site. Highlights the direct link from Freyberg place to the 
waterfront through the site (Map by author)



Fig 48. A longitudinal section from Freyberg place to the waterfront, through the site. Reasserting the link from the site directly to the water 
(Drawing by author)



Amenities Map

The method of mapping was used to highlight the amenities around the site. The map provided 

insight into existing functions and programmes within the site context. The closer circum-

ference of the site is made up of commercial buildings, from offices to bars and restaurants. 

Therefore, increased foot traffic – supporting the project aims to be a part of the urban dweller’s 

journey. The result highlighted a lack of cultural and community-based architecture for much of 

the CBD. This hinted at the project providing for this a function to fill the gap.

Future ContextFuture Context

The Auckland City Business District is a significant part of the Auckland Council’s Masterplan 

for the future. Many parts of the city, including Fort Street, are part of the significant devel-

opments that are currently happening. The redevelopment of Fort Street began in 2009 as the 

council’s effort to turn the area into a ‘Shared Space’. On Fort Street, any boundary between 

pedestrians and vehicles has been removed. Pedestrians have been prioritised by enabling them 

to share the street. This has been achieved through continuous surface materials to integrate 

the two modes of transportation. The design upgrades also included planters and green spaces. 

Implementing these design strategies has successfully slowed down the vehicles, making drivers 

more conscious of pedestrians. The surrounding streets bleeding into Fort Street, including 

Shortland Street and Jean Batten Place, have also been pedestrianised, using the same design 

methods. 

The following maps illustrates Auckland Council’s master plan for the future development of 

the Waterfront area. As illustrated, the border of the master plan addresses Fort Street, with 

the intent to turn the connecting streets of Fort Street into ‘Waterfront Switch Street’. This also 

connects to future development sites and transit streets for other means of transportation. 

Therefore, the design project aligns with the council’s plans by providing a direct link to the 

explained laneway network of the city.

 

One of the most significant developments near the site of the design proposal is the Pacifica 

Tower. As illustrated, the tower is located on 10 Commerce Street, within 50m of the site. It is 

one of the largest residential towers in the Auckland CBD and may drastically transform this 

part of the city. The area’s population will increase after the tower’s completion, resulting in 

more foot traffic in and around the site. Therefore, more dwellers will engage with the Fore-

shore gallery and use the amenities proposed, e.g., public squares, commercial space and the 

laneway connecting Shortland Street and Fort Street directly.

Fig 49. An amenity map of the site area (Drawing by author)
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Fig 50. City Center Masterplan 2020 Fig 51. Vision of Auckland’s City Center 
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06.  PROGRAMME

“A woman is spending the afternoon in the museum. She has with 

her a sleepy 3-year-old in a pushchair. As it is term time and mid-

week, the museum is not busy. She has half an hour before she 

must leave to collect her elder child from school. She sees a bake-

lite telephone and it makes her think of a current TV drama set in 

the 1960s. A bit of the plot comes to mind and then a phrase from 

the signature tune. She thinks about something her aunt said 

about the 1960s and that old photograph she found of her aunt in 

her ‘flower power era’. She laughs, her child wakes…”89

89  Gaynor Kavanagh, Dream Spaces : Memory and the Museum (London: 
Bloomsbury, 2000), 2.

Fig 52. The Grand Gallery of the Louvre



Emerging ProgrammeEmerging Programme

The historical richness the site exhibits aligns with the focus of this research project. The no-

tions of openness and intimacy, public to private and site conditions, produce a typological func-

tion for the proposed architectural intervention - an Art Gallery. The typology presents a display 

of the emotional and social importance of physical construct while representing the history of 

the site. The typology suits the emotive and intimate aspects of the project as discussed in the 

theoretical research. The function can address memory, spatial storytelling, and public space by 

interweaving the history and essence of the site into the function of the spaces. The social aspect 

of the project is referred through the typology as it acts to serve as a public amenity. Thus, inte-

grating all elements of the research project into a physical intervention. 

    

Museum TypologyMuseum Typology

Typologically, an art gallery belongs to museums. According to ancient Greek mythology, the 

word “Muse” refers to “The God of inspiration” or “The protector of Arts”, and the term 

“Mouseion” refers to “The seat of Muse”.90 The Mouseion of Alexandria included the famous 

Library of Alexandria. Plato’s Academy was also home to poetry and music, a philosophical 

school, a library and a storehouse of texts. It was not a place of art or such collections; instead, it 

served as more of an institution. Various Roman villas and palaces soon began to copy the idea 

of ‘display’ in their spaces. Over many centuries the Mouseion has become a museum, defined as 

a building or place where works of art, scientific specimens, or other objects of permanent value 

are kept and displayed.91 Museum designs have evolved to be more than just spaces for exhibi-

tions and settings to display objects. In Dream Spaces, Gaynor Kavanagh refers to Mark O’Neill 

and his argument that “museums are places where people go to think and feel about what it 

means to be human” and that museums are used “to assert particular definitions of humanity”.92 

Various factors beyond the art and memory contribute to the visitor’s overall experience, in-

cluding design, layout, and atmospheric conditions. As addressed in the theoretical research for 

this project, the spatial design or the story-telling serves as a communicative element, giving the 

design meaning. The visitor travels between the spaces, threading and weaving them together in 

ways that create meaning and connections for themselves to the place. 

90  “Muse (v.),” Etymology, accessed October 31, 2021, https://www.etymonline.com/word/muse.
91  “Museum Definition & Meaning,” Dictionary.com (Dictionary.com), accessed October 31, 2021, https://www.dictio-

nary.com/browse/museum.
92  Kavanagh, Dream Spaces, 2.

Fig 53. Collage of an emerging Art Gallery program with links to Auckland’s original foreshore (Collage by author)

Fig 54. Chamber of Art and Curiosities (1636)



Kolumba Art MuseumKolumba Art Museum

The Kolumba Art Museum by Peter Zumthor, located in Cologne, Germany, is a 

museum for Catholic art. The overall theme of the Kolumba Art Museum can be described 

in three words: light, form, and material. These architectural elements are supported by the 

overarching theme of memory of the past reaching out to the present. As well as being a place of 

antique exhibition art, the museum also encapsulates the visitors with meditation, serenity, and 

sincerity. Zumthor relied on the feeling and experiences of place when designing the museum. 

For Zumthor, a good design thoroughly understands and reflects the site context, history, and 

place. He is known to enhance the atmosphere through selective spatial moments and states to,

 “…develop buildings in response to a place. The place always exerts a certain 
 fascination on me. I like to make spaces whose shape and atmosphere perfectly 

 match their use. I am always looking for the connection between shape and content”.93

The museum houses the Roman Catholic Archdiocese collection of art that is more than a 

thousand years old. World War II destroyed the city. Zumthor’s museum design pays homage to 

the site’s history and preserves the essence of the place as the architecture delicately rises from 

the ruins of the late-gothic church. Zumthor explained at the museums opening, “They believe 

in the inner values of art, its ability to make us think and feel, its spiritual values. This project 

emerged from the inside out, and from the place.”94 Zumthor is mindful of details and materi-

als. Therefore, he used a grey brick to reconstruct the destroyed fragments of the site. Material 

pieces from the remaining sections of the Gothic church are reused, including stone ruins from 

the Roman and Medieval eras.95 Parts were also included from the 1950 chapel for the ‘Madonna 

of the Ruins’ by German architect Gottfried Böhm. The museum’s exterior façade integrates grey 

brick with the remanence of the church faces, creating a fusion of the past and the new. The 

brick façade also includes articulated perforations, allowing diffused light to enter the museum’s 

interior space as time and seasons change, the dappled light shifts and plays across the ruins.

93  Juhani Pallasmaa , Building atmosphere with Peter Zumthor (Rotterdam : NAI 2013), 67-68.
94  “Kolumba Museum / Peter Zumthor” 06 Aug 2010. ArchDaily. Accessed 29 Sep 2021. <https://www.archdaily.

com/72192/kolumba-musuem-peter-zumthor> ISSN 0719-8884
95  “Kolumba Museum / Peter Zumthor”.

 Zumthor states that the use of light and shadow creates a peaceful-ever changing environ-

ment.96 The exhibition spaces part of the galleries includes large windows which frame views 

of the cityscape, leading the dweller from one frame to another. In contrast to the rough texture 

of the façade, the flooring of the space is polished with white floors decisions, reasserting the 

contrast of old and new. The museum includes 16 exhibition rooms and a garden courtyard at 

the heart of the architecture. The secluded garden is a place of peace and reflection.

96  “Kolumba Museum / Peter Zumthor”.

Fig 55. Interior and exterior material connection highlight the old, heavy brick transcending 
through to the new lighter façade (Analysis by author)

Fig 56. A collage of the sequential journey to and through the Kolumba Art Museum (Analysis by author)

Fig 57. A precedent analysis of the various 
building heights in section of the Kolumba Art 

Museum (Analysis by author)



Belem Cultural CenterBelem Cultural Center

The Belem Cultural Center is in Lisbon, Portugal. The cultural centre was designed by Italian 

architect Vittorio Gregotti. He was one of the most proactive and relevant architects of the 

1970s—a member of the Neo-Avant Garde and a key figure of Postmodernism. The Portuguese 

government commissioned the Belem Cultural Center as part of an international competition 

to promote the connection of place between the Jerónimos Monastery and the Belém Tower. 

The site is both symbol of history and monuments of world heritage as classified by UNESCO.97 

Another reason for the commission was to rearrange and integrate the urban structure of Praça 

do Império, which had not been addressed since the Exposição do Mundo Português (Exhibition 

of the Portuguese World) took place in 1940.98 

Gregotti took inspiration from the cities Portuguese architecture for the design of the cultural 

centre. His approach to context took influences from the Universities of Palermo, Florence, and 

Calabria. He started to apply architectural theories and principles of spatial arrangement and 

connection elements to help organise the urban structure. According to Gregotti, he could use 

these principles due to the site and urban conditions.99 Gregotti organised the architecture into 

five modules. 

Gregotti used the element of anthropogeography to understand the site. The term originated 

from the findings of German geographer Friedrich Ratzer in the 19th century. It was a study 

based on the geographical distribution of sociates and the relationship of humans with their 

environment. Based on this principle, Gregotti emphasised the value of the landscape in the 

development of the cultural centre. According to him, the context aims to reveal the approach 

of permanence through the anthropogeographic roots. Gregotti continued to approach all his 

designs with the essence and memory of the place in mind. Therefore, he suggests that the his-

torical content understood should be applied in the design process. However, history should not 

act as a limitation but, once understood, allow it to enhance the transformation of the place.100

97  Lejla Vujicic. “Architecture of the longue durée: Vittorio Gregotti’s reading of the territory of architecture.” Architec-
turalResearch Quarterly, 19 (2015): 163, doi:10.1017/S1359135515000408. 

98  Lejla Vujicic. “Architecture of the longue durée” 163.
99  Lejla Vujicic. “Architecture of the longue durée” 166.
100  Lejla Vujicic. “Architecture of the longue durée” 166.

Fig 58. A case study of the façade part of 
the Belem Cultural Center, highlighting 
the solid, and heavy themes in relation the 
material (Analysis by author)

Fig 59. A collage of the sequential journey to and through the Belem Cultural Center (Analysis by author)

Fig 60. A plan analysis of the formed mass arrangement around a central piazza at the Belem Cultural 
Center (Analysis by author)
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Auckland Art GalleryAuckland Art Gallery

The Auckland Art Gallery is one of New Zealand’s most delicate architectural 

pieces. It is a successful example of integrating the public building and courtyard whilst de-

signed to guide a dweller on a journey. It interestingly how it sits in its context, with pedestrian 

accessibility from various elevations. The gallery makes its presence known in its surroundings 

from its height above the Queen Street valley floor. This French Renaissance building protrudes 

forward from its junction on lower Albert Park to lord over the neighbouring streets.

The notion of openness and transparency is created between the stepped stone podium and 

hovering canopies.  The façade allows views through, out and into the gallery and display spaces 

and the green landscape of Albert Park. In this way, the gallery opens to the park and adjoining 

public spaces in an inviting, engaging welcoming gesture.101The entrance courtyard is surround-

ed by a glass wall modulated by three-dimensional openings, solids, and voids, covered by tree-

like, sculptured kauri-lined canopies of surprising delicacy. Roof and canopies layer back from 

the entry square like repetitive bird calls withdrawing into the surrounding parkland.102

While the entry courtyard opens the gallery and works to the city, the walls to the park are 

equally demonstrative. The north elevation opens to prime pedestrian access through the 

park, past the gallery cafe, children’s art classes, and outdoor amphitheatre, culminating at the 

member’s room and sculpture terrace at the top. The theatre of art is played out against the 

movement of impartial park users, adding to the resonant process of communication between 

man and nature. 

101 “Auckland Art Gallery Toi o Tāmaki.” WoodSolutions. Accessed August 10, 2021. https://www.woodsolutions.com.au/
inspiration-case-study/auckland-art-gallery-toi-o-t%C4%81maki. 

102 “Auckland Art Gallery Addition,” ArchitectureAU, accessed October 10, 2020. https://architectureau.com/articles/auck-
land-art-gallery-toi-o-tamaki/. 

Fig 61. A section through Albert Park down to Queen Street, illustrating a journey through multiple types of public spaces (Analysis by author)
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07.  DESIGN

Fig 62. A sketch of the imaged spaces of the project’s architectural intervention (Drawing by author)



The Foreshore GalleryThe Foreshore Gallery

The Foreshore Gallery pursues to design a series of permanent & temporary exhibitions, galler-

ies, and public spaces. A establish a modern-day creation of public architecture and space that 

challenges the normalities of our current reality and promotes social interaction.  The pro-

gramme of the Foreshore Gallery aligns with the discovered research and the aim and themes of 

the project.  

The Foreshore Gallery houses the following programmes:

• Café

• Lobby/Reception

• Staff offices and storage

• Foreshore Gallery Shop

• Painting and Photography Gallery

• Foreshore Igneous Gallery

• Foreshore Pictorial and Digital Gallery

• Temporary Gallery and Exhibition Space

• Archive and Reading Space

• Auditorium

Second Stage of ModellingSecond Stage of Modelling

The second stage of modelling generated models addressing the site conditions and yet abides 

by three main conditions; steeper site, mass monuments in all three models and an opening in 

the spatial arrangement. 

Fig 63. The second unitary stencil used as part of the modelling making process (Photo by author)



Model 1 

Black and white

Materials: mass concrete, black card, steel

The slope of the site heavily influences the journey in this explorative model. The play of heights 

between all the 1D/2D/3D elements creates a stronger vertical movement on the more inclined 

gradient. Thus, pushing the limits of chaotic and dramatic spaces. In return creating a more 

dream-like setting with lesser real-life elements. However, this produced many unexpected 

spatial settings and material interactions. The model simulates a more intimate ambience with 

fewer open spaces and more condensed moments. 

Fig 64. Spatial moments in the second mass concrete, black card, steel model highlighted through black and 
white photography (Photos by author)
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Colour

Materials: mass concrete, black card, steel

The visuals emphasise the chaotic and dense setting of the model, however, in a controlled 

sense. The black card seems to blend into the background and not overpower the concrete and 

steel highlighted in the foreground. The overall scale of the model is larger and more monumen-

tal in its ephemeral setting. As a result of the contrasting materials and the spatial outcome of all 

the elements, the model is more intimate and has lesser defined openings.

Fig 65. Spatial moments in the second mass concrete, 
black card, steel model highlighted through colour 
photography (Photos by author)
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Model 2

Black and white

Materials: mass concrete, white card

The second iteration of the white card and mass concrete model is by far the most extreme in 

the light and dark qualities of the spaces. The shadow games play a vital role in the journey 

axis of this model. The intensity of the frames has increased whilst still obtaining the notion of 

guiding the dweller to the end. With the increased intensity, it has created various pathway and 

circulation routes. The 1D and 2D elements showcase the gradient of the slope through their ar-

rangement. There is an element of absence in the models that speak to the theme of dream-like. 

The model overall is imbalanced, with fewer moments of intimacy and openness in the overall 

setting.

Fig 66. Spatial moments in the second mass concrete and white card model highlighted through black and white photography (Photos by author)
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Colour

Materials: mass concrete, white card

The colour visual of this model showcase the balance of lightness and heaviness between the 

1D/2D/3D elements. The model of particularly successful in showing the visual transition from 

heavy to light. The 3D mass grounded the site, and the 1D white card elements rose, implying 

a strong vertical transition. The intertwining of all the elements, especially the frames, high-

lighted the close interaction and transitions, creating a comfortable setting. The white card and 

mass concrete models have shown the strongest theme of the journey. The model is the most 

intimate, with small nodes of intimacy through the journey.

Fig 67. Spatial moments in the second mass concrete and white card model highlighted 
through colour photography (Photos by author)
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Model 3 

Black and white

Materials: mass concrete, wood

The last mass concrete and wood model is the most direct with the axis for the journey as one 

can clearly see the endpoint. The composition of all the elements is balanced, with more empha-

sis on solid and void space. The purposeful planer elements highlight the horizontal movement 

of the element, which act to sheltered spaces. The model begins to introduce the notion of the 

promenade. The model is the most successful in the visual interaction of the element, which 

creates multiple level changes.

Fig 68. Spatial moments in the second mass concrete and wood model highlighted through black and white photography (Photos by author)
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Colour

Materials: mass concrete, wood

The coloured visualities of the wood and mass concrete model shows more contrast between 

the materials due to the density. The roughness of wood works well with the roughness of mass 

concrete. There is still an evident journey through the openness and lightness of the spatial 

settings. The overhang of the mass indicates the main axis of the journey, making it feel direct 

and controlled by the designer—a balance of intimate and open spaces, with moments of pause 

on the journey. 

Fig 69. Spatial moments in the second mass concrete and wood model highlighted through colour photog-
raphy (Photos by author)
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Outcome

The models created a new and further defined design strategy: 

• A need for spatial movement

• Level changes

• Heaviness grounded and lightness rising

• Stepping out of the everyday and into a dream likes space

The second set of models lost the strong notion of an opening in a central space. Through design 

developments, an opening will need to be resurrected. The models are arranged on the map, on 

the axis of reality to dream-like and intimate to open. This highlights an imbalance of intimacy 

and openness as the models produced a higher density of intimate moments. 

Fig 70. Map showing the second models on the axis of reality to dream-like and intimate to open. (Collage by author)
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Final Stage of ModellingFinal Stage of Modelling

The final set of models incorporated the derived designs strategies from the previous modelling, 

intending to reintroduce the strong notion of an opening to aid the dweller on their journey to 

and from the site. The models materialised the contrast of light and heavy as well as reality to 

the dreamlike. The introduction of transparent forms juxtaposed with heavy masonry embodied 

the ideas of contrast. The final stage placed previous ideas of modelling onto the site conditions 

to explore possibilities of the journey through piazza spaces, places for pause and organization 

of forms.  

Fig 71. Explorative site plans with mass arrangements (Drawing by author)
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Fig 72. Spatial moments in the third set of models highlighted through colour photography and collage (Photos by author)



Rules of Engagement 

As a result of the precedential studies, and modelling making rules of engagement are formed. 

The various design strategies discovered will be incorporated into the final design.

Fig 73.  A rules of engagement drawings highlighting the derived design strategies from theoretical research and precedent analysis (Drawings by author) 
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OutcomeOutcome

 

A journey from reality to the dream...

I’m walking from Freyberg Place, a vibrant public space full of people interacting and socializing. 

I continue my journey down O’Connell, where I am reminded of the past of New Zealand. The his-

toric buildings retain the essence of the past. Now at the bottom of Shortland Street, I start to see 

the sparkle of light bouncing off the Auckland harbour, leading me to the platform of the Fore-

shore Gallery. I’m led down to the piazza space. Again, I am reminded of the past, the position 

marking the original shoreline that once flowed where I now stand. You can see the excitement in 

people about to begin the journey through the gallery spaces. As some start this journey, others 

walk away with memories of the dream setting and head back into reality. I enter the heaviness 

of what once was a volcanic environment. I am confronted with photographs and art telling the 

story of the loci. I experience the unfolding of spaces. I see someone walk past me in a space I 

cannot reach just yet as I move through the igneous display to an imaginative pictorial gallery 

of the site. I’m pulled up to the dream space. I see shadows playing around in space. I enter and 

arrive in a dreamscape performance, transporting me to a dream furthest away from reality.

Fig 74.  A site map illustrating the journey from Frey-
berg, through the Foreshore Gallery and down the to 

waterfront (Map by author)



Materials

The material palette choice was a crucial part of connecting the architecture to the site. As part 

of the earlier site research, the discovery of the original shoreline and its history had become a 

primary design driver. The importance of what existed on-site before the area’s development is 

an inspiration for the material choices. It seems appropriate to incorporate the local geology into 

the material palette of the design. Apart from the prominent structural elements which need to 

adhere to a preselected material, a more considered palette will address the rest of the design. 

Auckland City is built over the Auckland Volcanic Field. Specifically, closer to the site is Albert 

Park, one of Auckland’s many volcanos. The geology of the area consisted of basalt and scoria 

lava. The final design will incorporate basaltic scoria both in grey and red tones. It provides 

richness by encapsulating both the colours and textures from the lost context. In addition, more 

modern use of materials such as glass steel and concrete is used to achieve the lighter elements 

of the design. The mix of the old and new materials fit the theme of heaviness and lightness, old 

and new. 

Fig 75.  Collage of the material palette of the project (Collage by author)

Fig 76. Hochstetter’s 1859 map of the Auckland Volcanic Field
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Fig 77. Collage indicating heavy nature of the ground forms 
(Collage by author)

Fig 78. Collage indicating light and dreamy nature of the 
elevated forms (Collage by author)



Fig 79. Site plan of the Foreshore Gallery (Drawing by author) Fig 80. Level 2 Piazza plan of the Foreshore Gallery (Drawing by author) Fig 81. Level 9 Auditorium plan of the Foreshore Gallery (Drawing by author)
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Fig 82. Level 3-8 plans of the Foreshore Gallery (Drawing by author)
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Fig 83. Programme arrangement (Drawing by author) Fig 84. Circulation Parti diagram (Drawing by author)
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Form and Spatial QualitiesForm and Spatial Qualities

Solid and Void

Solid and void elements are incorporated throughout the design, heavily influenced by previous 

model explorations. The planning of solid components was influenced by creating voids; these 

open spaces ensuring the planning of the site produced a successful opportunity for a journey 

through. 

Heavy to Light

The overall formal arrangement creates a notion of heavy to light in the vertical axis. This 

notion reflects the movement from reality up to dream-like or lighter spaces. The exterior 

materials and interior light qualities reflect this concept. In between the heavy to light spaces is 

a transition space. This is required to mediate the extreme attributes of the two spaces, acting as 

a threshold space that allows the journey of the dweller to leave the solid and enter a translucent 

space seamlessly.

Connections

The arrangement of the masses and spaces play with the site’s incline and the heights of the 

surrounding urban fabric. The differences in heights guide the dweller towards the harbour and 

waterfront. The higher spaces provide views to the waterfront, reasserting connection to the 

site and water. As the dweller stands on a marker of the existing shoreline, they look to its new 

boundary towards the harbour.

Interior Settings

The openings in the heavy grounded space of the foreshore gallery imitate an intimate and dark 

setting to reflect that of the material history of the site. The top white cubes imitate the ephem-

eral exterior ideology and produce controlled interior qualities for the gallery spaces. 

Fig 85. Sectional model of the heavy, light and in-between space of the Foreshore Gallery 
(Model by author)
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Fig 86. South Elevation – on Shortland Street looking towards Fort Street (Drawing by author) Fig 87. North Elevation – on Fort Street looking towards Shortland (Drawing by author)

SOUTH ELEVATION NORTH ELEVATION
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Fig 88. East Section (Drawing by author) Fig 89. West Section (Drawing by author)

SECTION a-a SECTION b-b
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Promenade

Upon reflection from the sections and plans, vertical movement is evident. However, there is lit-

tle horizontal connection between spaces that might enhance the dwellers journey through the 

Foreshore Gallery. Therefore, the following plan explores how these spaces could be connected 

using ramps and stairs. The plans are exploded to show the connection between all levels and 

the forms. The circulation acts to connect spaces with the notion of moving from reality to the 

dream. It ables the dweller to view other people on their journey. The system of interlocking 

pathways, thresholds and transitions enhances the notion of spatial storytelling and journey. 

Fig 90. Exploded floor plan promenade diagram (Drawing by author)
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Program – Spatial Storytelling

The program moves the dweller from a public setting to an intimate setting through an emo-

tional threshold. Various visual elements from public settings to visual art move from open to 

controlled spatial experiences. This can also be described as moving from an unknown visual 

setting to a defined visual setting—the multiple allocations of functions aid in achieving this 

experience—the threshold from the public (café, piazza) to private (Igneous Gallery, Foreshore 

Pictorial Gallery), open to intimate.

Open 

At the beginning of the journey, the atrium space presents a welcome, creating a clear threshold 

from the public space on Fort Street. The open spaces include a bookstore, café, atrium, and pi-

azza acting on the lower ground levels. The spaces become a part of the urban fabric incorporat-

ed into the nolli of the city. The bookstore, café, and piazza act as public interiors, not privatized 

and open to be used by everyone.

Intimate

The intimate spaces address focused ideas of memory. The creation of gallery functions aids the 

spaces to produce required intimate experiences. They present experiences of the site through 

the permanent exhibition spaces and provide the opportunity for creators to present intimate 

works in temporary gallery spaces. The spaces include the igneous gallery, pictorial gallery, 

archive reading room and auditorium. The original shoreline was a driver of the project. The 

two permanent galleries of the program are situated directly above the indicated water feature, 

which represents the shoreline, imitating the notion of being on the edge of a cliff over the sea.

Fig 91. Detail section showing the different spatial arrangement of the forms. With variation in the façade and height treatment (Drawing by author)
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Fig 92. Piazza perspective render (Drawing by author)

Fig 93. Foreshore Igneous Gallery Render 
(Drawing by author)



Fig 94. Foreshore Digital and Pictorial Gallery Render (Drawing by author)



ConclusionConclusion

The research project addresses the notion of intimacy, openness through public space by 

producing an opportunity to escape into a dream-like setting. The Foreshore Gallery houses a 

series of permanent and temporary exhibitions, galleries, and public spaces. The spaces present 

a dream-like setting that embodies the essence of the past and present—guided with a journey 

through the public and private realms. The project enables the dweller to step out of the every-

day and into a destination with a means of escape as a reflection of the site’s memory.

The initial models of the project were generated from a dream and set the tone of the research 

project. These generated the ephemeral qualities required for a dream-like space. The models 

were essential in materialising imaginative space and creating a language in which the spatial 

and qualitative components guided the final site selection. Photography produced images for re-

flection and analysis. The study of light and shadow through photography aided in understand-

ing various atmospheric qualities, resulting in the designs’ ability to produce spaces reflective 

of those that appeared in the images. Mapping allowed the discovery of the original shoreline. 

This key design driver provided the discovery of old maps, photographs, local and government 

resources to address the original nature of the site through the architecture. The Nolli mapping 

method revealed the public and private urban context of Auckland City Center, and uncovered 

layers of the project related to history, geology, and architecture design. The journey of the pro-

cess guided the project to its outcome.

The project was manifested out of the idea of an imaginative space; hence it became a challenge 

to materialise a balance between the elements of dreamlike and reality with the notions of inti-

macy and openness. A harmonious relationship of all the elements would produce an adequate 

experience of the reality to make the dweller want to escape into the dreamlike. An unexpected 

discovery was the emerged Art Gallery programme. The museum typology gave enough design 

freedom to create an architectural intervention which was functionally organised but gave the 

dwellers the freedom to create their own journey.

The project’s scope limited a deeper investigation of the urban design strategies towards the 

function and abilities of the intervention. If the research was to be taken furthered, the project 

could reflect urban design strategies that allow a more extensive array of public functions. 

Further developments of other historical nodes for representation could be discovered. The 

project scope was limited to responding to its site. Further development of the method of 

modelling that guided this project could be applied to different sites. The reflection of this 

outcome could develop into a refined method of translating dream-like imaginative spaces into 

tangible materialised outcomes. The possibility of allowing the project to intervene in other 

nodes would produce multiple sites that reflect memory. This could create an extensive network 

within the urban fabric - a montage of memories. It would embody an ephemeral quality mak-

ing the journey through Auckland City a more profound, emotional experience.08.  CONCLUSION
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FINAL MODEL - Ephemeral photography
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SITE PLAN

At Freyberg Place
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Walking down O’Connell Street

Bottom of O’Connell Street, on Shortland Street
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On the Upper Piazza off Shortland Street, heading towards Fort Street

Continuing the journey towards the Waterfront
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Long Section through Waterfront axis
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PROGRAMME ARRANGEMENT CIRCULATION AND STRUCTURAL AXO
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GROUND FLOOR FIRST FLOOR SECOND FLOOR

Laneway access from proposed Jean Batten Place, through the 
commercial ground floor
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FIFTH FLOOR ROOF PLANFOURTH FLOORTHIRD FLOOR
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NORTH ELEVATION SOUTH ELEVATION
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EAST SECTION WEST SECTION
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MESH FACADE DETAIL STRUCTURAL DETAIL
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EAST BRIDGES PERSPECTIVE WEST BRIDGES PERSPECTIVE
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Approaching the entrance lobby via Fort St 

A walkthrough of the Foreshore Gallery...
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Main entrance lobby Main entrance lobby mezzanine
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Temporary Gallery One Temporary Gallery Two

198 199



Rooftop One Foreshore Pictorial Gallery
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Rooftop Two Rooftop Three
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Foreshore Igneous Gallery Temporary Gallery Three
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Archive and Reading Room Auditorium
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(Light and Sight 5) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The (Light and Sight 5) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The 
Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.
https://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museumhttps://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museum

(Light and Sight 6) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The (Light and Sight 6) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The 
Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.
https://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museumhttps://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museum

(Light and Sight 7) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The (Light and Sight 7) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The 
Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.
https://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museumhttps://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museum

(Light and Sight 8) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The (Light and Sight 8) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The 
Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.
https://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museumhttps://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museum

(Light and Sight 9) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The (Light and Sight 9) Photograph by Helene Binet “Constructing Worlds. The Catalogue of The 
Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.Exhibition In The Ico Museum,” from Metalocus, accessed August 15, 2021.
https://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museumhttps://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museum

Fig 12. Collage of spatial story telling through various physical and temporal elementsFig 12. Collage of spatial story telling through various physical and temporal elements
Photograph by Rosie Gainsborough “New Cartography,” from Rosiegainsborough, accessed Photograph by Rosie Gainsborough “New Cartography,” from Rosiegainsborough, accessed 
September 15, 2021.September 15, 2021.
https://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museumhttps://www.metalocus.es/en/news/constructing-worlds-catalogue-exhibition-ico-museum

Fig 13. Spatial storytelling through sketched sequential views of a journey through a townscape Fig 13. Spatial storytelling through sketched sequential views of a journey through a townscape 

(1) Spatial storytelling through sketched sequential views of a journey through a townscape. (1) Spatial storytelling through sketched sequential views of a journey through a townscape. 
Drawings by Gordan Cullen, “Drawings by Gordan Cullen, “A series of townscape illustrations,A series of townscape illustrations,” in A. E. Weddle, The Town ” in A. E. Weddle, The Town 
Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.
https://www.jstor.org/stable/40102367https://www.jstor.org/stable/40102367

(2) Spatial storytelling through sketched sequential views of a journey through a townscape. (2) Spatial storytelling through sketched sequential views of a journey through a townscape. 
Drawings by Gordan Cullen, “Drawings by Gordan Cullen, “A series of townscape illustrations,A series of townscape illustrations,” in A. E. Weddle, The Town ” in A. E. Weddle, The Town 
Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.
https://www.jstor.org/stable/40102367https://www.jstor.org/stable/40102367
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(3) Spatial storytelling through sketched sequential views of a journey through a townscape. (3) Spatial storytelling through sketched sequential views of a journey through a townscape. 
Drawings by Gordan Cullen, “Drawings by Gordan Cullen, “A series of townscape illustrationsA series of townscape illustrations,” in A. E. Weddle, The Town ,” in A. E. Weddle, The Town 
Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.
https://www.jstor.org/stable/40102367https://www.jstor.org/stable/40102367

(4) Spatial storytelling through sketched sequential views of a journey through a townscape. (4) Spatial storytelling through sketched sequential views of a journey through a townscape. 
Drawings by Gordan Cullen, “Drawings by Gordan Cullen, “A series of townscape illustrationsA series of townscape illustrations,” in A. E. Weddle, The Town ,” in A. E. Weddle, The Town 
Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.
https://www.jstor.org/stable/40102367https://www.jstor.org/stable/40102367

(5) Spatial storytelling through sketched sequential views of a journey through a townscape. (5) Spatial storytelling through sketched sequential views of a journey through a townscape. 
Drawings by Gordan Cullen, “Drawings by Gordan Cullen, “A series of townscape illustrationsA series of townscape illustrations,” in A. E. Weddle, The Town ,” in A. E. Weddle, The Town 
Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.
https://www.jstor.org/stable/40102367https://www.jstor.org/stable/40102367

(6) Spatial storytelling through sketched sequential views of a journey through a townscape. (6) Spatial storytelling through sketched sequential views of a journey through a townscape. 
Drawings by Gordan Cullen, “Drawings by Gordan Cullen, “A series of townscape illustrationsA series of townscape illustrations,” in A. E. Weddle, The Town ,” in A. E. Weddle, The Town 
Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.
https://www.jstor.org/stable/40102367https://www.jstor.org/stable/40102367

(7) Spatial storytelling through sketched sequential views of a journey through a townscape. (7) Spatial storytelling through sketched sequential views of a journey through a townscape. 
Drawings by Gordan Cullen, “Drawings by Gordan Cullen, “A series of townscape illustrationsA series of townscape illustrations,” in A. E. Weddle, The Town ,” in A. E. Weddle, The Town 
Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.
https://www.jstor.org/stable/40102367https://www.jstor.org/stable/40102367

(8) Spatial storytelling through sketched sequential views of a journey through a townscape. (8) Spatial storytelling through sketched sequential views of a journey through a townscape. 
Drawings by Gordan Cullen, “Drawings by Gordan Cullen, “A series of townscape illustrationsA series of townscape illustrations,” in A. E. Weddle, The Town ,” in A. E. Weddle, The Town 
Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.Planning Review (Vol. 33, No. 3 Liverpool University Press) 241, JSTOR.
https://www.jstor.org/stable/40102367https://www.jstor.org/stable/40102367

Fig 14. Exterior view of the Villa SavoyeFig 14. Exterior view of the Villa Savoye
Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from ArchDaily, Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from ArchDaily, 
accessed August 20, 2021.accessed August 20, 2021.
https://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusierhttps://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusier

Fig 15. Sequential views of the spatial arrangement in Villa Savoye beginning of the exterior Fig 15. Sequential views of the spatial arrangement in Villa Savoye beginning of the exterior 
through the interior, end the journey on the roof garden area through the interior, end the journey on the roof garden area 

(1) Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from Arch-(1) Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from Arch-
Daily, accessed August 20, 2021.Daily, accessed August 20, 2021.
https://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusierhttps://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusier

(2) Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from Arch-(2) Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from Arch-
Daily, accessed August 20, 2021.Daily, accessed August 20, 2021.
https://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusierhttps://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusier

(3) Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from Arch-(3) Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from Arch-
Daily, accessed August 20, 2021.Daily, accessed August 20, 2021.
https://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusierhttps://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusier

(4) Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from Arch-(4) Photograph by Andrew Kroll “Architecture Classics: Villa Savoye / Le Corbusier,” from Arch-
Daily, accessed August 20, 2021.Daily, accessed August 20, 2021.
https://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusierhttps://www.archdaily.com/84524/ad-classics-villa-savoye-le-corbusier

(5) “The ramp from the second floor to the rooftop terrace,” from Atomic-Ranch, International (5) “The ramp from the second floor to the rooftop terrace,” from Atomic-Ranch, International 
Style’s Favorite House, Villa Savoye, accessed August 10, 2021. Style’s Favorite House, Villa Savoye, accessed August 10, 2021. 
https://www.atomic-ranch.com/architecture-design/preservation-corner/villa-savoye/https://www.atomic-ranch.com/architecture-design/preservation-corner/villa-savoye/

(6) “Villa Savoye, Roof Garden.,” from The Wood House, Villa Savoye, August 10, 2021. (6) “Villa Savoye, Roof Garden.,” from The Wood House, Villa Savoye, August 10, 2021. 
https://www.thewoodhouseny.com/journal/2017/9/29/villa-savoyehttps://www.thewoodhouseny.com/journal/2017/9/29/villa-savoye

Fig 16. An exterior view of the Bologna arches, showcasing the blurring of public space, foot-Fig 16. An exterior view of the Bologna arches, showcasing the blurring of public space, foot-
path, and the roadpath, and the road
Photograph by Dale Raven North “Hams and Arches.,” from Wandering North, accessed Septem-Photograph by Dale Raven North “Hams and Arches.,” from Wandering North, accessed Septem-
ber 25, 2021.ber 25, 2021.
http://www.wanderingnorth.ca/hams-and-arches/http://www.wanderingnorth.ca/hams-and-arches/

Fig 17. An interior perspective of the Bologna arches, showcasing the movement and journey of Fig 17. An interior perspective of the Bologna arches, showcasing the movement and journey of 
the dwellersthe dwellers
Photograph by Tom Bartel “Some portico columns are topped by decorative capitals.,” from The Photograph by Tom Bartel “Some portico columns are topped by decorative capitals.,” from The 
Porticoes of Bologna, Italy, accessed September 25, 2021.Porticoes of Bologna, Italy, accessed September 25, 2021.
https://travelpast50.com/porticoes-bologna-italy/https://travelpast50.com/porticoes-bologna-italy/

Fig 18. A collage of the sequential journey to and through the Strozzi Palace, highlighting the Fig 18. A collage of the sequential journey to and through the Strozzi Palace, highlighting the 
thresholds and transition spacesthresholds and transition spaces

(1) “Florence, Italy - August 23, 2016: Palazzo Strozzi in Florence a sunny day of summer. It is a (1) “Florence, Italy - August 23, 2016: Palazzo Strozzi in Florence a sunny day of summer. It is a 
renaissance palace and an example of civil architecture with its rusticated stone.,” from PicFair, renaissance palace and an example of civil architecture with its rusticated stone.,” from PicFair, 
Palazzo Strozzi in Florence, accessed September 25, 2021.Palazzo Strozzi in Florence, accessed September 25, 2021.
https://www.picfair.com/pics/05918660-palazzo-strozzi-in-florencehttps://www.picfair.com/pics/05918660-palazzo-strozzi-in-florence

(2) “Palazzo Strozzi – Florence” from Inexhibit, accessed June 15, 2021(2) “Palazzo Strozzi – Florence” from Inexhibit, accessed June 15, 2021
https://www.inexhibit.com/mymuseum/palazzo-strozzi-firenze/https://www.inexhibit.com/mymuseum/palazzo-strozzi-firenze/

(3) “Palazzo Strozzi – Florence” from Inexhibit, accessed June 15, 2021(3) “Palazzo Strozzi – Florence” from Inexhibit, accessed June 15, 2021
https://www.inexhibit.com/mymuseum/palazzo-strozzi-firenze/https://www.inexhibit.com/mymuseum/palazzo-strozzi-firenze/

(4) Photograph by Naomi Lubash “Courtyard of the Palazzo Strozzi.,” from The Culture Trip, (4) Photograph by Naomi Lubash “Courtyard of the Palazzo Strozzi.,” from The Culture Trip, 
accessed June 25, 2021.accessed June 25, 2021.
https://theculturetrip.com/europe/italy/articles/an-insider-s-guide-to-contemporary-art-in-https://theculturetrip.com/europe/italy/articles/an-insider-s-guide-to-contemporary-art-in-
florence/florence/

(5) Photograph by Sailko “Palazzo Strozzi.,” from Route You, accessed June 25, 2021.(5) Photograph by Sailko “Palazzo Strozzi.,” from Route You, accessed June 25, 2021.
https://www.routeyou.com/en-it/location/view/4570511/palazzo-strozzihttps://www.routeyou.com/en-it/location/view/4570511/palazzo-strozzi

(6) “Palazzo Strozzi – Florence” from Inexhibit, accessed June 15, 2021(6) “Palazzo Strozzi – Florence” from Inexhibit, accessed June 15, 2021
https://www.inexhibit.com/mymuseum/palazzo-strozzi-firenze/https://www.inexhibit.com/mymuseum/palazzo-strozzi-firenze/

Fig 19. The original sections of Nolli’s mapFig 19. The original sections of Nolli’s map
“The original sections of Nolli’s map (viewed to the right of the slider) and the modern interven-“The original sections of Nolli’s map (viewed to the right of the slider) and the modern interven-
tions proposed as part of “Roma Interrotta”tions proposed as part of “Roma Interrotta”
” from Architect Magazine, Exhibitions that Transformed Architecture Eeva-Liisa Pelkonen’s ” from Architect Magazine, Exhibitions that Transformed Architecture Eeva-Liisa Pelkonen’s 
“Exhibit A” profiles the most influential shows of the postwar era, accessed October 15, 2021,“Exhibit A” profiles the most influential shows of the postwar era, accessed October 15, 2021,
https://www.architectmagazine.com/design/exhibitions-that-transformed-architecture_ohttps://www.architectmagazine.com/design/exhibitions-that-transformed-architecture_o

Fig 20. A collage of various Public Interior space (Collage by author)Fig 20. A collage of various Public Interior space (Collage by author)

(Top left) Photograph by Tine Poot “Atelier Bow Wow, Canal Swimmer’s Club, Bruges Trienni-(Top left) Photograph by Tine Poot “Atelier Bow Wow, Canal Swimmer’s Club, Bruges Trienni-
al,” from ResearchGate, The Public Interior: The meeting place for the urban and the interior, al,” from ResearchGate, The Public Interior: The meeting place for the urban and the interior, 
accessed October 1, 2021. accessed October 1, 2021. 

https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_
place_for_the_urban_and_the_interiorplace_for_the_urban_and_the_interior

(Top right) Photograph by Tine Poot “POPS, IBM Plaza, New York,” from ResearchGate, The (Top right) Photograph by Tine Poot “POPS, IBM Plaza, New York,” from ResearchGate, The 
Public Interior: The meeting place for the urban and the interior, accessed October 1, 2021.Public Interior: The meeting place for the urban and the interior, accessed October 1, 2021.
https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_
place_for_the_urban_and_the_interiorplace_for_the_urban_and_the_interior

(Bottom left) “The Public Interior: The meeting place for the urban and the interior” from Re-(Bottom left) “The Public Interior: The meeting place for the urban and the interior” from Re-
searchGate, accessed October 1, 2021.searchGate, accessed October 1, 2021.
https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_
place_for_the_urban_and_the_interiorplace_for_the_urban_and_the_interior

(Bottom right) Photograph by Tine Poot “City Library, Genk,” from ResearchGate, The Public (Bottom right) Photograph by Tine Poot “City Library, Genk,” from ResearchGate, The Public 
Interior: The meeting place for the urban and the interior, accessed October 1, 2021.Interior: The meeting place for the urban and the interior, accessed October 1, 2021.
https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_
place_for_the_urban_and_the_interiorFig 21. Giambattista Nolli, Map of Rome, 1784place_for_the_urban_and_the_interiorFig 21. Giambattista Nolli, Map of Rome, 1784
“Giambattista Nolli, Map of Rome, 1784” from ResearchGate, The Public Interior: The meeting “Giambattista Nolli, Map of Rome, 1784” from ResearchGate, The Public Interior: The meeting 
place for the urban and the interior, accessed October 1, 2021.place for the urban and the interior, accessed October 1, 2021.
https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_https://www.researchgate.net/publication/308903038_The_Public_Interior_The_meeting_
place_for_the_urban_and_the_interiorplace_for_the_urban_and_the_interior

Fig 21. Giambattista Nolli, Map of Rome, 1784Fig 21. Giambattista Nolli, Map of Rome, 1784
“The original sections of Nolli’s map (viewed to the right of the slider) and the modern interven-“The original sections of Nolli’s map (viewed to the right of the slider) and the modern interven-
tions proposed as part of “Roma Interrotta”tions proposed as part of “Roma Interrotta”
” from Architect Magazine, Exhibitions that Transformed Architecture Eeva-Liisa Pelkonen’s ” from Architect Magazine, Exhibitions that Transformed Architecture Eeva-Liisa Pelkonen’s 
“Exhibit A” profiles the most influential shows of the postwar era, accessed October 15, 2021,“Exhibit A” profiles the most influential shows of the postwar era, accessed October 15, 2021,
https://www.architectmagazine.com/design/exhibitions-that-transformed-architecture_ohttps://www.architectmagazine.com/design/exhibitions-that-transformed-architecture_o
  
Fig 22. The Western Exchange in 1817 serving both as a public space and independent booths Fig 22. The Western Exchange in 1817 serving both as a public space and independent booths 
merchants could rent merchants could rent 
“6 Instances of evolution of public spaces throughout history of architecture” from Re-thinking “6 Instances of evolution of public spaces throughout history of architecture” from Re-thinking 
the Future, City and Architecture, accessed October 20, 2021. the Future, City and Architecture, accessed October 20, 2021. 
https://www.re-thinkingthefuture.com/city-and-architecture/a2612-6-instances-of-evolu-https://www.re-thinkingthefuture.com/city-and-architecture/a2612-6-instances-of-evolu-
tion-of-public-spaces-throughout-history-of-architecture/tion-of-public-spaces-throughout-history-of-architecture/
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Fig 23. Aotea Square in New Zealand, a public space in the center of continuing urbanizing city. Fig 23. Aotea Square in New Zealand, a public space in the center of continuing urbanizing city. 
Highlighting various nodes of access, that the everyday dwellers might take on their journeys. Highlighting various nodes of access, that the everyday dwellers might take on their journeys. 
“Aotea Square” from Auckland Live, accessed October 20, 2021.“Aotea Square” from Auckland Live, accessed October 20, 2021.
https://www.aucklandlive.co.nz/venue/aotea-squarehttps://www.aucklandlive.co.nz/venue/aotea-square

Fig 24. Illustrating the private realm in association with a home and the public realm with pub-Fig 24. Illustrating the private realm in association with a home and the public realm with pub-
lic amenity. Left is a typical London terrace and left is Burlington Arcade, Piccadilly, London.lic amenity. Left is a typical London terrace and left is Burlington Arcade, Piccadilly, London.
Photograph by Bob Allies “Typical London terrace, Burlington Arcade, Piccadilly, London,” from Photograph by Bob Allies “Typical London terrace, Burlington Arcade, Piccadilly, London,” from 
Allies and Morrison, On public, private and communal space, accessed October 25, 2021.Allies and Morrison, On public, private and communal space, accessed October 25, 2021.
https://www.alliesandmorrison.com/research/on-public-private-and-communal-spacehttps://www.alliesandmorrison.com/research/on-public-private-and-communal-space

Fig 25. La Nuova Pianta di RomaFig 25. La Nuova Pianta di Roma
“La Nuova Pianta di Roma” from FCBStudios, The social potential of architecture, accessed “La Nuova Pianta di Roma” from FCBStudios, The social potential of architecture, accessed 
October 22, 2021.October 22, 2021.
https://fcbstudios.com/explore/view/33https://fcbstudios.com/explore/view/33

Fig 26. Nolli map of New York (Drawing by author)Fig 26. Nolli map of New York (Drawing by author)

Fig 27. Nolli map of London (Drawing by author)Fig 27. Nolli map of London (Drawing by author)

Fig 28. Nolli map of Singapore (Drawing by author)Fig 28. Nolli map of Singapore (Drawing by author)

Fig 29. Nolli map of Auckland (Drawing by author)Fig 29. Nolli map of Auckland (Drawing by author)

Fig 30. The method of Photography used to visualize how light can affect a spaceFig 30. The method of Photography used to visualize how light can affect a space
“The Pursuit of Light” from Re-thinking the Future, Designing for Typologies, accessed October “The Pursuit of Light” from Re-thinking the Future, Designing for Typologies, accessed October 
22, 2021. https://www.re-thinkingthefuture.com/designing-for-typologies/a2762-the-pursuit-22, 2021. https://www.re-thinkingthefuture.com/designing-for-typologies/a2762-the-pursuit-
of-light/of-light/

Fig 31. Site map of Site 3 (Drawing by author)Fig 31. Site map of Site 3 (Drawing by author)

Fig 32. Walkthrough of Site 3 highlighting the space’s materialistic, textural, and contrasting Fig 32. Walkthrough of Site 3 highlighting the space’s materialistic, textural, and contrasting 
spatial qualities (Drawing by author)spatial qualities (Drawing by author)

Fig 33. Site map of St Kevin’s Arcade (Drawings by author)Fig 33. Site map of St Kevin’s Arcade (Drawings by author)

Fig 34. Walkthrough of St Kevin’s Arcade highlighting the hierarchy of shades, contrast, and Fig 34. Walkthrough of St Kevin’s Arcade highlighting the hierarchy of shades, contrast, and 
focus, and contrasting spatial spaces through photography (Drawings by author)focus, and contrasting spatial spaces through photography (Drawings by author)

Fig 35. The unitary stencil used as part of the modelling making process (Photo by author)Fig 35. The unitary stencil used as part of the modelling making process (Photo by author)

Fig 36. Spatial moments in the mass concrete, black card, steel model highlighted through black Fig 36. Spatial moments in the mass concrete, black card, steel model highlighted through black 
and white photography (Photos by author)and white photography (Photos by author)

Fig 37. Spatial moments in the mass concrete, black card, steel model highlighted through co-Fig 37. Spatial moments in the mass concrete, black card, steel model highlighted through co-
lour photography (Photos by authorlour photography (Photos by author

Fig 38. Spatial moments in the mass concrete and white card model highlighted through black Fig 38. Spatial moments in the mass concrete and white card model highlighted through black 
and white photography (Photos by author)and white photography (Photos by author)

Fig 39. Spatial moments in the mass concrete and white card model highlighted through colour Fig 39. Spatial moments in the mass concrete and white card model highlighted through colour 
photography (Photos by author)photography (Photos by author)

Fig 40. Spatial moments in the mass concrete and wood model highlighted through black and Fig 40. Spatial moments in the mass concrete and wood model highlighted through black and 
white photography (Photos by author)white photography (Photos by author)

Fig 41. Spatial moments in the mass concrete and wood model highlighted through colour pho-Fig 41. Spatial moments in the mass concrete and wood model highlighted through colour pho-
tography (Photos by author)tography (Photos by author)

Fig 42. Map showing the models on the axis of reality to dream-like and intimate to open.Fig 42. Map showing the models on the axis of reality to dream-like and intimate to open.
(Collage by author)(Collage by author)

Fig 43. View from a high point of early Auckland, looking east past Commercial Bay, towards the Fig 43. View from a high point of early Auckland, looking east past Commercial Bay, towards the 
Britomart BarracksBritomart Barracks
Hogan, Patrick Joseph, 1804-1878. Hogan, Patrick Joseph, 1804-1878 :No. 2, Auckland, New Hogan, Patrick Joseph, 1804-1878. Hogan, Patrick Joseph, 1804-1878 :No. 2, Auckland, New 
Zealand. (From Smales Point). Drawn by P. J. Hogan, 1852. Lith. by Standidge & Co., Old Jewry Zealand. (From Smales Point). Drawn by P. J. Hogan, 1852. Lith. by Standidge & Co., Old Jewry 
[London, 1852]. Ref: C-010-015. Alexander Turnbull Library, Wellington, New Zealand. /[London, 1852]. Ref: C-010-015. Alexander Turnbull Library, Wellington, New Zealand. /
records/22689455records/22689455

Fig 44. A site and cultural map addressing the site 28 Shortland Street (Map by author)Fig 44. A site and cultural map addressing the site 28 Shortland Street (Map by author)

Fig 45. A current site map with an overlay of the Auckland original shoreline (Map by author)Fig 45. A current site map with an overlay of the Auckland original shoreline (Map by author)

Fig 46. Site photos of 28 Shortland Street, approaching the site and on site (Photos by author)Fig 46. Site photos of 28 Shortland Street, approaching the site and on site (Photos by author)

Fig 47. The pedestrian map illustrates the pathways to and from the site. Highlight the direct Fig 47. The pedestrian map illustrates the pathways to and from the site. Highlight the direct 
link from Freyberg place to the waterfront through the site (Map by author)link from Freyberg place to the waterfront through the site (Map by author)
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